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POST INVENTORY 


CAMERA SALES CENTER CORP., 
625 West 54th Street, New York, N.Y. 10019 


A 
& 


Gentlemen: | am interested in 


City.... 


State 


—-— Trades accepted! Satisfaction guaranteed or money back within 10 days! — — J 


16mm CAMERAS 


Auricon Super 1200, optical/magnetic, 
3 magazines, viewfinder, 
optical and magnetic amplifier 
& carrying case 

Auricon 400° Conversion, w/finder, 
optical amplifier & carrying 


Auricon 400’ Conversion, zoom door 
and optical amplifier 

Arriflex 16S, variable speed motor, 
400° magazine & torque motor 

Bolex 16mm Pro, 12-120 zoom lens, 400° 
magazine, power pack, crystal sync 
& carrying case 

Eclair NPR Super 16 with 400° magazine 
no motor 

Eclair NPR 16mm 400’ magazine, 12V 
constant speed motor, TV ground 
glass, Hi-Hat adapter, motor cable 
& carrying case 

Eclair ACL 16mm, 24 FPS crystal motor, 
2-200' magazines, battery & pistol 
grip 

Milliken DBM 55 High Speed Camera 
2 to 500 FPS variable speed, 
reflex viewing system, boresight, 
12-120 Angenieux zoom lens 
w/finder 

Mitchell 16mm in blimp, motor, finder, 
400’ magazine, follow focus, 15, 25, 
35 and 50mm Baltar lenses 

Arriflex 16mm Fiberglas blimp 

Arriflex 16mm Aluminum blimp 

Arriflex 16S Aluminum blimp 

Maurer 110V motor 


35mm CAMERAS 
Arriflex IC with sync generator, 
400’ magazine, matte box, 
16V constant speed motor, 
& carrying case 
Arriflex IIB 16V variable speed motor, 
matte box, 2-400’ magazines, 
3 lenses, battery pack 
Bell & Howell single lens Eyemo 
with 35, 50 & 75mm lenses 
Bell & Howell Spider Eyemo body with 
magazine back and footage 
counter 
Bell & Howell compact turret Eyemo 
with 1” speed Panchro lens 
Bell & Howell compact turret Eyemo 
body 
Bell & Howell compact turret Eyemo 
Bell & Howell single lens Eyemo with 
3 lenses & carrying case 
Bell & Howell single lens Eyemo body 


$3600.00 


850.00 
1100.00 


3300.00 


7500.00 


6100.00 


5500.00 


5000.00 


3650.00 


4400.00 
2495.00 
1500.00 
1200.00 

25.00 


3950.00 


2000.00 


395.00 


350.00 
275.00 


295.00 
275.00 


350.00 


125.00 


Mitchell standard with AC/DC wild motor 
1000’ magazine, 40, 50, 75mm Cooke 
speed Panchro lenses 

Mitchell standard with 110V AC/DC motor 
2-1000' magazines, matte box, 

40, 50, 75, 100mm lenses & 
carrying case 

Mitchell standard with 12V motor, 
110V motor, wide angle matte 
box, regular matte box, 2-1000' 
magazines, 4-400' magazines, 
viewfinder, 24, 30, 40, 50, 75, 

100, 152mm lenses & all 
carrying cases 

Wall single system sound camera with 
amplifier, 4-400' magazines, 30, 

50, 75, 100mm lenses & all 
carrying cases 

Wall single system sound camera with 
amplifier, 4-400° magazines, 40, 

50, 75mm lenses & all 
carrying cases 

Akely audio camera with 2-1000' 
magazines amplifier & carrying 
cases. No galvo 

Debrie 35mm Hi Speed camera 200FPS ... used 

Bell & Howell Eyemo 12V motor 

Bell & Howell 35mm x 400° magazines .... used 

Bell & Howell 35mm x 1000’ magazines .. used 

Wall 35mm x 1000’ magazines 

Mitchell 35mm x 400° R35 inverted 
magazines 


2100.00 


2200.00 


2500.00 


LENSES 
9.5 to 57mm Angenieux zoom w/shade 
Eclair mount 
9.5 to 95mm Angenieux zoom “C” mount new 
9.5 to 95mm Angenieux zoom 
Eclair mount 
12 to 120mm Angenieux zoom 
Eclair mount 
12 to 120mm Angenieux zoom 
Arriflex mount 
12 to 240mm Angenieux zoom “C” 
mount w/finder 
24 to 240mm Angenieux zoom BNC 
mount w/finder 
25 to 100mm SOM Berthiot zoom 
25 to 250mm Angenieux zoom neutral 


1800.00 
2600.00 


1600.00 
800.00 
800.00 

2800.00 


900.00 
275.00 


4700.00 
865.00 
770.00 
150.00 
169.00 


16mm T/2.4 Zeiss Distagon Arri mount ... new 
24mm F/2 Zeiss Distagon Arri mount 
25mm F/2 Kinoptik Arri mount 
25mm F/1.5 Schneider Xenon Arri mount used 
25mm F/2 Cooke Speed Panchro 

BNC mount 
28mm F/2 Schneider Xenon Arri mount .. used 
35mm F/2 Cooke Speed Panchro 

BNC mount 


175.00 
150.00 


135.00 


199.50 
150.00 


35mm F/2 Schneider Xenon Arri mount .. used 
40mm F/2.3 Baltar BNC mount 
50mm F/2 Cooke Speed Panchro 
BNC mount 
50mm F/2 Rodenstock Heligon 
Arri mount 


175.00 


175.00 
560.00 
50mm F/1.5 Angenieux “C” mount 179.50 
50mm F/2.3 Astro Pan Tachar 


125.00 
315.00 


125.00 
99.50 


49.95 
150.00 
269.00 
150.00 


75mm F/2 Schneider Xenon Arri mount .. used 
75mm F/2 Kinoptik Arri mount 
75mm F/2 Schneider Xenon Arri mount .. used 
75mm F/2 Cooke Speed Panchro 
Arri mount 
85mm F/2 Zeiss Planar Arri mount 
100mm F/2.3 Baltar BNC mount 
100mm F/2.3 Baltar Mitchell mount 
100mm F/2.3 Astro Pan Tachar 


460.00 
600.00 
150.00 
150.00 


135.00 
175.00 


198.00 

100mm F/2.5 Cooke Deep Field Panchro 

Mitchell mount 
100mm F/2 Schneider Cine Xenon 

Arri mount 
100mm F/2.5 Angenieux “C” mount 
150mm F/4.5 Cooke Telekinic 

BNC mount 
200mm F/4.5 SOM Berthiot Arri mount .. used 
216mm F/5.6 Cooke Telekinic 

BNC mount 


175.00 


860.00 
49.50 


165.00 
79.50 


175.00 


89.50 
This is not a complete listing of our Lens Inventory. We 
have many more in BNC, Mitchell, Arriflex and Wall 
mounts. 
TRIPODS & MOUNTING EQUIPMENT 
Akely Baby legs 
Akely Hi-Hat 
Akely Gyro Head w/tripod 
Arriflex Friction Head on board 
Arriflex Friction Head & Tripod 
Cinekad shoulder brace 


25.00 
15.00 
80.00 
125.00 
95.00 
10.00 


400.00 
33.00 
95.00 

200.00 

225.00 

300.00 
25.00 
70.00 


Mitchell Baby legs w/triangle 
Mitchell standard tripod 
Mitchell Friction Head 


Pro Jr. Gyro Head w/standard legs 
Pro Jr. Gyro Hi-Hat on board 
Vinten Gyro Head w/ball on Hi-Hat 


EDITING EQUIPMENT 
Bell & Howell 35mm foot splicer 
complete 
Bell & Howell 35mm foot splicer 
(one splice plate missing) used 
Moviola UD20CS w/separate magnetic 


450.00 
250.00 
used 2050.00 


2200.00 


Moviola D20 complete w/footage counter new 1650.00 


LIGHTING 

Bardwell, McAllister 2KW Head w/cable . used 
Bardwell, McAllister 5KW Head w/cable . used 
Mole Richardson 750 watt spot head used 
Mole Richardson 3KW Cyc Strip Lite 
Groverlite Senior Heads two in case 
Colortran LOF-10-30 head in case 
Colortran 1KW Softlite w/lamp 
Colortran Grover Lite Kit includes 

2 heads, 2 stands, 1 booster 

transformer 


35.00 
50.00 
25.00 
56.00 
50.00 
50.00 
100.00 


150.00 
38.00 


Prices subject to change without notice. 


Hundreds of additional items available at huge savings — write, wire or phone for quotations / Satisfaction 
guaranteed or money refunded within 10 days of purchase/add sales tax where applicable — shipping 
charges additional / all equipment subject to prior sale / trades accepted. 


CAMERA SALES CENTER CORP. 
SALES AFFILIATE OF CAMERA SERVICE CENTER, INC. 
625 West 54th Street - New York 10019 - 212 PL 7-0906 


TO IMPROVE 
NEW YORK FILMMAKING, 
YOU'VE GOT TO HAVE ’VISION. 


Panavision. Once you've said if, Like Panavisiorrcameras, 
you've said if all in 35mm. Cameras. Panavision lenses have rapidly be- 
Lenses. Systems. The works. come the industry's standard, their 
Starting with the new ultra-versa- quality and versatility is world famous 
tile, self blimnoed Panaflex°A camera with exotic new additions appearing 
so advanced, ifsagenerationahead — regularly. 
of its time. A camera so light and Let us show you more about 
natural to use, you'll have trouble Panavision. As the exclusive East 
remembering it’s a “35, and it’s Coast Panavision distributor, we invite 
studio silent! vou To visit Our 
Or PSR: the world’s Ost _, as-<e\/iaraa a de camera depart- 
wanted studio camera PAN AVILINA . ment and see why 
that has set a new ee Za. somanymotion 
standard in professional (5 «6s Cpicture credits 
filmmaking for silence, . eg ee CSG: Tilmedin 
reliability and versatility. = —._ / | Panavision: 


€ general camera corporation 


471 Eleventh Avenue, New York, N.Y. 10018 (212) 594-8700 
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“My competition is starting to notice me. 


When | opened Mobius Cine almost two had to take a long hard look at their pric- the way | do business, the more uncom- 
years ago, | received six good luck cards ing structures on motion picture equip- fortable my competitors get. So if 
and one potted plant from my com- ment. My prices are rocking the boat. you’re a legitimate competitor, 
petitors. They've also discovered that ex- I’ll be happy to send you a Sy 
I’ve since lost the cards, pedience is no substitute for selling Cane dart board (at cost, of 
the plant died, and my the right equipment for the right course). It’ll help you get rid of 
competitors treat me » job. | don’t look at customers with some tension. 
like a bad rash. dollar signs in my eyes. Now they 


| can’t say that | blame won't be able to, either. MOUS 
them. It seems that the more cus- sity CINE LTD. 
With me around, the competition has tomers who get comfortable with 565 Fifth Avenue, New York, N.Y. 10017 


aoe (212) 697-8620 
eee ORG 


Cincmer 


inematographer 


laternational Journal of Motion Picture Photography and Production Techaiques 


The American Society of Cinematographers is not a labor union nor a guild, but is an educational, cultural and professional organization. 
Membership is by invitation to those who are actively engaged as Directors of Photography and have demonstrated outstanding ability. Not all 
cinematographers can place the initials A.S.C. after their names. A.S.C. membership has become one of the highest honors that can be bestowed 


upon a professional cinematographer, a mark of prestige and distinction. 
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Three Tyler 
editorial assistant 


Barry Day 
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Pat Hopper 
advertising 


Barbara Prevedel 
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layout assembly 
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J. Barry Herron using Arri 16M with Tyler 
Mount. He has logged over 200 hours of 16mm 
helicopter shooting. That’s shooting time, not fly- 
ing time. And he has shot underwater footage for 
around 30 feature film and television productions. 


In flying dollies and 
underwater rigs, Arriflex 
is the chosen camera. 


Helicopter and underwater shooting have 
a lot in common. They’re both fluid, 

and both are costly. And, more than usual, 
youre at the mercy of your equipment. 


Cre: Faces of two 
people looking at 
camera. Pull back slightly. 
They’re looking out at you 
through window of moving 
train. Camera is tracking beside 
train. See part of compartment, 
one wheel turning. 


Airborne Dolly 


Pull back and round in 
front of train. It’s on a trestle 
bridge, over water. Pull back 
again, and way up. Zoom out 
slowly. Trestle bridge is now a 
thin line surrounded by 1,700 
square miles of blue water. Train 
is about 15 miles from shore, 
and barely visible below. 


That’s Barry Herron’s es- 
tablishing shot for the Great 
Salt Lake. Part of a series of 
ABC-TV Specials called “The 
American Idea,’ and produced 
by Alan Landsburg. 


Sunken Treasure 


For another documentary 
Special, called “Treasure,” and 
sponsored by the National Geo- 
graphic Society, Mr. Herron 


J. Barry Herron using Arri 16S 
with 400 foot magazine inside Birns 
& Sawyer underwater housing. 


shot divers searching for sunken 
Spanish Galleons off Key West. 
First, a three-hour, 60 mile boat 
ride to the search site. There, 
currents were so strong that he 
could shoot only at slack tide — 
about an hour. 


Budget Strained 


Helicopters cost up to 
$200.00 an hour. It sometimes 
takes several hours to fly to the 
location. You frequently have to 
spend at least an hour teaching 
anew photo pilot how to maneu- 
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ver for the camera. Once you get 
there, you’d better get the shot. 


“Did You Get It?” 


“It’s the same with under- 
water shooting,’ says Mr. Her- 
ron.” You call the producer, with 
the film in the can beside you, 
undeveloped. Almost always, 
the first thing he says is: ‘Did 
you get it?’ You say: ‘Yes!’ You 
hope youre right.” 


Depend On Arriflex 


“On the ground,’ says Mr. 
Herron,“I’ve used several makes 
of camera. But up there and 
down there, I use only the Arri. 
Things can and do go wrong 
with helicopters, scuba gear, 
outboard motors — you name it. 
But in fifteen years, I’ve learned 
to depend on Arriflex.” 


ARRIFLEX COMPANY OF AMERICA 
FOR FREE BROCHURES ON OUR 16MM AND 35MM CAMERAS, 


WRITE TO ARRIFLEX COMPANY AT P.O. BOX 1050, WOODSIDE, 
N.Y. 11377; OR AT 1011 CHESTNUT ST., BURBANK, CALIF. 91502. 


BACKED BY SERVICE 


WHATS NEW 


IN PRODUCTS, SERVICES AND LITERATURE 


E-CAM ANNOUNCES AVAILABILITY 
OF NEW ECLAIR ACL 400’ 
MAGAZINE 


A new and improved coaxial 16mm x 
400’ magazine for the Eclair ACL cam- 
era is now available from E-Cam Com- 
pany, exclusive U.S. distributors for the 
French Eclair cameras. 

The new magazine, designed and 
manufactured by Eclair International in 
France, features a double-step light trap 
on both the supply and takeup camera 
cover and body casting. 

The magazine is fully interchangeable 
with all ACL cameras now in use, 
according to E-Cam. 

A new double counter similar to that 
used on the successful NPR magazines 
provides both feet and meter readings 
indicating the remaining unexposed 
footage. The counter operates accurate- 
ly for both core wound film or daytime 
load spools. 

Magazine dimensions are 11” long, 
8” high and 2%” wide, providing a low 
center of gravity resulting in excellent 
shoulder placement which permits free- 
dom of movement without strain. 

The completely redesigned sprocket 
and belt drive system reduces the elec- 
trical current demand of the camera 
drive motor. 

A traditional belt drive assures silent 
operation and dependable take-up ac- 
tion. 

For additional details and price infor- 
mation, contact E-Cam Company, 5410 
Cahuenga Blvd., N. Hollywood, Calif. 
91601, (213) 466-3700. 
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MODEL #TSL TRI-STAND 
LIGHTPOD 


Just introduced is a new and unusual 
light stand that doubles as a sturdy 
camera tripod, known as the Tri-Stand 
Lightpod. When not in use with spots, 
strobes, or quartz lamps, a camera pan 
head can be quickly attached converting 
the entire unit into a rugged camera 
stand. The camera stand will support 
most 35mm and 120-size cameras at up 
to eye level height. 

This precision-engineered unit made 
of anodized aluminum will transform 
from its fully extended height to a 
portable system in less than a minute. 
The 3-section column extends from 41 
inches to a maximum height of over 9 
feet. The famous Safe-Lock clutch col- 
lar system locks the column at your 
desired height. The tripod base is braced 
with 6 solid aluminum struts which lock 
into place with the twist of one control 
knob. Two-inch ball bearing caster 
wheels with toe brakes on each wheel 
allow optimum mobility with positive 
anchoring. Gold-finished legs and col- 
umn add glamour to what should prove 
to be an extremely useful and versatile 
system. For further information, con- 
tact: Glen M. Welt; Welt/Safe-Lock, 
Inc.; 2400 West 8th Lane; Hialeah, 
Florida 33010. 


PRE-AMPLIFIER ACCESSORY FOR 
CONDENSER MICROPHONES 
AVAILABLE FOR CP-16 REFLEX 
AND NON-REFLEX CAMERAS 


Cinema Products Corporation an- 
nounces the availability of a new Pre- 
Amplifier optional accessory, designed 
to accommodate Sennheiser 804/805 
series condenser microphones. 

The Pre-Amplifier optional accessory 
provides the CP-16 camera system with 
an additional condenser microphone 
capability, without requiring the use of 
the Crystasound Auxiliary Mixer (Model 
6C). When the Pre-Amplifier unit is 
plugged in, the CP-16 Crystasound built- 
in amplifier wi// still accept two low 
impedance microphones and one line 
input as wel/ as one Sennheiser 804/805 
series condenser microphone, with all 
systems controlling the Crystasound 
built-in amplifier remaining fully opera- 
tional. All required power is supplied by 
the same NC-4 nicad battery pack 


powering the entire CP-16 reflex and 
non-reflex camera system. The new Pre- 
Amplifier optional accessory is easily 
mounted or removed from the CP-16 
Crystasound amplifier cover. 

The Pre-Amplifier (Model CM-1) is 
priced at $175.00; and the dove-tail 
Pre-Amplifier camera support is priced 
at $22.00. 

For further information, please write 
to Cinema Products Corporation, 2037 
Granville Avenue, Los Angeles, Cali- 
fornia 90025. © 


OPTICAL FILTERS 


A wide variety of optical filters is 
available either as individual filters or as 
filter sets. Colored glass filters, multilay- 
er interference filters and quartz neutral 
density filters are provided to cover the 
spectral band from 254nm to 1000nm. 
Also available is a mercury filter set to 
isolate the major mercury emission 
lines. The filters are normally mounted 
in a 1%” x 20 threads-to-the-inch ring. 
Delivery is from stock. International 
Light, Inc., Dexter Industrial Green, 
Newburyport, MA 01950. Tel (617) 
465-5923. 


GAF INTRODUCES NEW LINE OF 
SUPER 8 SOUND MOVIE CAMERAS 


GAF Corporation has announced its 
entry into the Super-8 single-system 
sound movie market with the introduc- 
tion of three new synchronized sound 
cameras, the GAF SS 250 XL, the GAF 
SS 605, and the GAF SS 805. 

All are equipped with audio and 
visual monitors that permit sound 
checks to be made when the camera is 
not running. When the monitor button 
is depressed, a flickering indicator light 
Continued on Page 1214 
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Warn VCs 
Callin Qa Rour 
Camerart 


Even though wet winter weather is 
approaching, there’s no need to postpone 
your outdoor filming. AGE Rain Covers, 
now available for all popular professional 
cameras, afford maximum protection 
against the elements and allow you full 
filming freedom even under the rainiest 
skies. Made of durable Nappa artificial 
leather with a special insulated lining 
constructed to give years of service, these 
attractive covers are extremely lightweight 
and waterproof. While completely covering 
the camera, they allow for all necessary 
camera functions and adjustments. Velcro 
fasteners permit the cover to be fitted or 
removed within seconds. Cameras with 
AGE Rain Covers may be used hand-held 
or on a tripod and, in addition to their 
weatherproofing function, the covers 
provide excellent protection from sun and 
heat. Available in Desert White. 


RAIN 
COVER 
CAMERA MODEL: PRICE: 


Arriflex 16BL camera w/400’ magazine $45.00 
Arriflex 16S camera only $37.50 
Arriflex 16S 400’ magazine only 

Arriflex 35 camera w/400’ magazine. . 

Eclair NPR camera w/400’ magazine. . 

Eclair ACL camera w/200’ magazine. . 
Beaulieu R16 camera 

Beaulieu R16 200’ magazine only .... 

Bolex H16/RX camera 

Bolex H16/RX 400’ magazine only . 

Canon Scoopic 16 

CP-16 or CP-16A camera w/400’ mag. . $49. 95 


Also Available: Complete line of Sound 
Barneys. Write for information. 


Available Exclusively From: 


SERVING THE WORLD 


alan gordon enterprises inc. 


1430 N. Cahuenga Blvd., Hollywood, Calif. 90028 
Sales (213) 985-5500 - Rentals (213) 466-3561 


TWX: 910-321-4526 - Cable: GORDENT 


pre-owned equipment sale 


16MM CAMERA OUTFITS 
Arri BL, 10-100 Zeiss, APEC 
Arri BL, 12-120 Angenieux 
Arri S/GS, 12-120 Angenieux... 
Arri S, 35-140 Angenieux 
Auricon Super 1200, opt. sound 
Auricon 600, 12-120, mag sound 
Auricon 200, optical sound 
Auricon 200, takes 400’ mags. 
Auricon Cvsn, 12-120 Angenieux 
Auricon Cvsn, complete body 
Auricon Cvsn. shell no guts. 
Auricon Cine Voice, opt. sound 
Beaulieu R16B, 12-120 Angenieux.... 
Beaulieu R16B, 17-68 Angenieux 
Beaulieu R16B, 20-80 Angenieux 
B&H 70DR, 17-68 Angenieux 
B&H 70 Hispeed, 128 fps motor 
B&H 70 Hispeed w/o motor 
Bolex SBM, 16-100 POE zoom.......... 
Bolex EBM 400’ outfit w/o lens. 
Bolex Rex 5 body Brand new 
Bolex Rex 4, 17-85 Pan Cinor. 
Bolex Rex 4 with 3 Switars 
Bolex H-16 Reflex, turret mdl.. 
Bolex non reflex, turret mdl 
Bolex non reflex, sgl-lens mdi... 
CP 16 outfit, 8 months old 
CP 16 body, 400’ mag, battery 
Eclair NPR, 12-120 Angenieux 
Eclair NPR outfit w/o motor.... 
Eclair CM3, 16/35mm outfit 
Cine Special 11, 100’ mag 
Cine Special 1, 25mm lens. 
Cine Kodak B, 16 fps 100’ cap 
Kodak AC Hispeed, 1000 fps 
Revere, 50’ mag load, 5 speeds 
GSAP, 50’ mag load, 24v motor. 
Miniature GSAP for experiments 
16MM CAMERA ACCESSORIES 
ZOOM LENSES 
12-120mm Angen. C mt. 10” finder.. 1,150. 
12-120mm Angen. C mt. 7” finder... 1,150. 
12-120mm Angen. Rx mt.no finder... 895. 
12-120mm Angen. Arri mount 795. 
12-120mm Angen. Eclair mount 749. 
20-80mm Angen. C mt. no finder 
17-68mm Angen. C mt. 7” finder. 
25-100mm Cinor S mt. 7” finder 
17-85mm Cinor C mt. 7” finder. 
20-60mm Cinor C mt. 3” finder 
8-26mm Monital f/1.6 C mt 
12.5-75mm Zeiss, Arri mount 
ARRI FIXED LENSES 
12.5mm T/2 Cooke Kinetal 
11.5mm £/1.9 Schneider 
16mm f/1.9 Schneider 
25mm f/1.5 Schneider... 
50mm f/2.0 Schneider 
C MOUNT FIXED LENSES 
10mm f/1.6 Rx Switar 
10mm f/1.6 Switar 
10mm f/1.8 Soligor 
16mm £/1.8 Rx Switar... 
25mm f/.95 Angenieux.. 
75mm f/1.9 Switar 
150mm f/3.3 Switar. 
300mm £/4.5 Century 
Anamorphic camera-projector lens.... 
Many more lens bargains in stock 
MAGAZINES 
Arri BL 1200 ft. magazine 
Eclair NPR 400’................. ; 
Mitchell 1200’ to NPR adapter 
Eclair 400’ for CM3 cameras 
Mitchell 1200’ Like new 
Mitchell 400’ for conversions 
OTHER 16MM ACCESSORIES 
Arri BL 110v sync motor w/gear 
Arri BL heater barney, repairs 
Arri 16S offset finder. 
Bolex MST motor, used $200...New 
Bolex 12v rechargable battery......... 
Bolex 110v sync motor, fwd-rev 
Bolex 400’ mag, used $165......New 
Bolex takeup motor $98. ......... New 
Bolex crystal sync unit 
Cine Special animation motor. 
Cine Special timedapse control i 
Pathe’ 16 accessories Like new Ask 


35MM CAMERA OUTFITS 
Arri 11C/T custom blimped outfit. 
Arri 11C blimped zoom outfit. 
B&H 2709 w/2 movements, access... 1,900. 
Eclair CM3 Aquaflex outfit... 
Eclair CM3 16/35mm outfit 
Eclair CM3 35mm body, motor 
Eclair CM3 Cinemascope outfit 
Spider Eyemo complete outfit 
Turret Eyemo late mdl. w/2” lens.... 
Sgllens Eyemo w/magazine back 
Wall 35, modified for filmstrip 
Acme 35 animation camera w/motor 
35MM CAMERA ACCESSORIES 
35-140mm Ange. Arri mt., motor.. 
50mm f/2 Kinoptic lens, Arri mt. ... 
Super Baltars in R35 mounts.....each 
B&H 1000’ Bipack magazine 
Eclair 400’ Aquaflex magazine.. 
Arri 16v governor motor 
Arri bellows matte box 
Eyemo 110v or 12v motors 
Sync 110v motor for Eclair CM3 
Wild 110v motor for Eclair CM3 
Slow speed 110v motor for CM3 
B&H 2709 animation motor. 

TRIPODS, MOUNTING EQUIPMENT 
Cartoni hvy. duty Gyro tripod 350. 
Ceco hvy. duty geared tripod 450. 
Ceco Pro Jr. friction tripod 125. 
Miller fluid tripod w/case wae, CES: 
Mitchell geared tripod 225. 
O'Connor hwy. duty friction tripod... 650. 
RCA all metal friction tripod 250. 

POWER SUPPLY EQUIPMENT 
Arri 8-16v battery w/charger 
Cine-60 8-12-16v power belt............ 
Frezzi 1000DX crystal inverter 
Frezzi 100D AC inverter, rebuilt 
Frezzi 100D inverter w/o battery 
FMC inverter in shoulder case 
Magna Tech 16v to 110v inverter 
LIGHTING EQUIPMENT 
Frezzi % Hr. portable light 
Frezzi % Hr. light pack, rebuilt 
1000w Sun Gun head wiamp 
1000w handheld Sun Gun w/lamp... 
Assorted cables, spiders, boxes 
SOUND EQUIPMENT 
Magnasync-602 16mm recorder 
Magnasync-15 16mm recorder. 
Magnasync-X400 16mm recorder... 
2 16mm Magnasync dubbers w/rack 
3 35mm Magnasync dubbers w/rack 
Magnasync 4 channel mic mixer 
Ampex 351 %” recorder in rack 
Stancil Hofman 16mm recorder 
Magnecord %”’ stereo recordet......... 
Minifon %” cassette recorder. 
EDI %” reel-reel pocket recorder 
Nagra III with crystal and case 
SOUND ACCESSORIES 
Auricon 16mm optical recorder 
Auricon Modulite S galvo................. 
Auricon T70 variable area galvo 
Auricon NR25 recording amplifier... 
Auricon RA31 recording amplifier... 
3-input Xtr. amplif. for Auricon 
16mm x 1200’ recording tape...New 
35mm x 1000’ recording tape...New 
E-V 660 mic, stand, cable 
E-V 654 handheld dynamic mic 
E-V 630 Auricon E6 microphone 
Western Electric 639A microphone.. 
Sennheiser wireless mic system 
RCA KV3A boom microphone 
Major Mood library on 220 discs 
PRODUCTION ACCESSORIES 
COMQUIP Animation Compound....New Item 
Features: 13x15x5” size, full 12 
fields, N-S E-W movement, 1/20” 
scales, 2 peg bars, glass platen 
and backing, all metal. New price: 895. 
Bolex deluxe title stand, case 
Honeywell spot meter w/case............ 
Luna Six light meter w/case 
Spectra Combi 500 meter w/case...... 
Photospot attachment for Combi 
34x44”double lined changing bag 
11x14” clapstick slate 


$7,950. 
8,750. 


EDITING EQUIPMENT 
Moviola 35/35mm upright editor 
Moviola 16/16mm upright editor 
B&H 16mm viewer, old but good 
Biai 16mm viewer, old, works. 
Camart 16mm opt. reader w/amp 
Precision 16mm opt. reader-amp 
Moviola 1-input squawk box 
Precision 1-input squawk box 
Synchronizers: 1/16mm w/counter.... 
3/35mm $110. 4/35mm 
1/16mm plus 3/35mm 
Guillotine 35mm splicer 
Guillotine 16mm splicer..............New 
Hollywood 35mm tape splice 
Rivas 16mm tape splicer 
Hahnel dual 8mm motor splicer. 
Griswold 35mm hot splicer. 
Presto 35mm butt weld splicer. 
Presto 16mm butt weld splicer. 
2 Moviola differential rewind............. 
235mm 1-reel rewinds. 
2 16mm 4-reel rewinds compl 
Formica edit bench, no light box 
Adjustable edit bench light. 
Split reels: 16mm x 1200’ 
Steel reels & cans, all sizes 
PROJECTORS 
Century 35mm interlock projector... 
Simplex E7 35mm intik. projector... 
Siemens 16/16mm intlk. w/sync 
Sonorex 16/16mm intlk. w/sync.New 2,950. 
L&W Analyst 16mm w/still frame 5 
B&H 302 16mm magnetic-optical 
B&H 1552 16mm opt. autoload 
B&H 399 16mm optical Specialist. 
B&H 385 16mm optical, 1-case 
B&H 285 16mm optical, 2-case. 
B&H 185 16mm optical, 1-case 
B&H 25 watt amplifier-speaker 
Bauer Super-8 magnetic 
B&H reg. 8mm autoload w/case 
Ektagraphic B2 slide projector... 
Pair Kodak Carousels, as is 
VIDEO EQUIPMENT 
Ampex 5100 bik-wht. recorder, mint 
Pix monitors: 25” $195 
Packard Bell CCTV camera w/lens 
GBC viewfinder camera w/lens. 
3 on 1 CCTV system w/switcher 
1 on 1 CCTV system w/intercom 
Hitachi camera and 9” monitor 
Dry switcher, 5 video-audio inputs. 
6x8’ video screen, frame, case 
Empty 1 Hr. 2” video tape reels 
STILL CAMERA EQUIPMENT 
Nikon Photomic w/4 lenses, motor.... 
Hasselblads & access., new & used...... 
Super 4x5 Graphic, many access. ...... 
Crown 4x5 Graphic w/accessories. 
New Telesar SLR lenses 
TOO LATE TO CLASSIFY 
Arri BL, 10-100 Zeiss, APEC, mint ... 8,900. 
B&H 70 DR, 3-lenses, finders, case ... 495. 
Beaulieu 4008ZM2 Super-8 camera... 575. 
Wall 35mm sound camera outfit ....... - 1,195. 
Fastax 8mm Hispeed camera 
Bolex Pro cameras and accessories 
1000’ studio blimp for CM3 camera.... 3,500. 
400’ Aquaflex hsg. for CM3 camera.... 995.. 
25-250 Angenieux zoom, Arri mount . 3,750. 
12.5mm Kinetal lens, Arrimt ....New 349. 
Lens Collimator, handheld 
Nagra IVL sync recorder, loaded 
Nagra III sync recorder, loaded 
Tandberg sync recorder & resolver 
Tandberg sync recorder with case 595. 
Magnetic module w/amp for Arri BL. 2,150. 
2 University 150w sound columns 
Entire contents of a sound studio 
Crystal motor for ACL camera, Demo 1,095. 
400’ 16mm motion picture printer... 150. 
Kodak 16mm sound projector ...Mint 275. 
Realist 2%-2% slide projector 65. 
Magnasync 35mm recorder, rack mt.. 1,600. 
RENTALS 
We also rent equipment. Ask for price list. 
WANTED 
Wanted, all kinds of good equipment. 
We pay top dealer prices, top trade in values. 


$2,450. 
2,250. 


Comauip Inc. 366 S Maple Ave.,Glen Rock,f.J. O7452 (201) 444-3800 


. Much more available at big savings 


All items used unless otherwise indicated ... All items subject to prior sale .. 
Call or write for quotes... Your money refunded in 10 days if not satisfied ... Trades accepted ... Shipping charges 
additional ... Prices subject to change without notice .. . BankAmericard and Master Charge honored . . . Open Saturdays 


Comaqu 
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Flawless 
dailies. 


We deliver flawless dailies. Which is to say we 
develop your negatives and print your rushes just 
the way you shot them. Just the way you'd like to see 
them. Overnight. And, we return (or vault) your 
irreplaceable negatives without a scratch. Without 
a nick. Without a break. 
Simply stated, we’d like your business. And, as the 
largest lab in the business we're happy to handle 
feature films, TV, advertising, industrial, educational 
or student films. Just call us anytime. We'll pick up 
your negatives and have your dailies back to you on 
schedule the following morning (Los Angeles . 
or New York). ls 
And to help you keep us in mind, we've printed . 
some ‘negative’ buttons and stickers we'd be happy Negative 
to share with you (we have four other ‘negatives’ : 
besides the coe See pei d Ber oa of ae IS 
‘negatives, call one of our offices and we'll see that . 
you get them. Fast. beautif ul. 
Flawless dailies. From irreplaceable negatives. | 
By DeLuxe. We can be working for you tonight. 


< eneral 


Hollywood, 1546 North Argyle Avenue, Hollywood, Ca. 90028 (213) 462-6171 
New York, 630 Ninth Avenue, New York, New York 10036 (212) 489-8800 
Chicago, 2433 Delta Lane, Elk Grove Village, Ill. 60007 (312) 569-2250 


Negative is an eight jot letter word. 


Negative. Negative. Negative. 
Now that's positive thinking. 
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says 


O ROSCOFLEX 


op) 


...some 
reflections on 


light control 
Part | 


The reflector board is one of 
the oldest lighting tools used by cine- 
matographers. It allows the use of nat- 
ural sunlight for exterior lighting, with- 
out power, noise or cables. The boards 
have usually been surfaced with paper- 
backed foil and signpainters leaf 
(“hard” and “soft” sides). Leaf appli- 
cation requires skill, controlled condi- 
tions and much time. These are not 
durable surfaces, degrading very rap- 
idly in salt air or high humidity, and 
need to be replaced every few days. 
They are also very hard to remove. 

Rosco, in cooperation with leading 
cameramen, developed the ROSCO- 
FLEX part of the Cinegel family of 
Light Control Media, in order to over- 
come these problems. The ’FLEXES 
are made up of a tough plastic back- 
ing and a clear polyester facing, with 
a vacuum-deposited aluminum reflec- 
tor sandwiched between them. The re- 
sult is a rugged, tear-resistant, wash- 
able composite material, with stable 
and repeatable reflecting character- 
istics. These materials are not affected 
by environmental conditions. 

Mounting of the FLEXES is a simple 
operation which can be performed in 
the field, particularly if the new ROS- 
COBOND adhesive is used. This is a 
solvent-free, non-toxic, water-thinned 
adhesive system which does not re- 
quire special ventilation during appli- 
cation. It is available in quarts and gal- 
lons. It is easily removed. 
ROSCOFLEX-H: This has the charac- 

teristics of the traditional ‘hard” 

side. Used for long throws or situa- 
tions requiring punch. 

ROSCOFLEX-S: This matches the 
“soft” side, offering wider coverage 
at shorter throws. 

ROSCOBOND: A new adhesive sys- 
tem for mounting the FLEXES and 
other materials to a variety of sur- 
faces. Safe and effective. 

The above are the basic elements 
of the ROSCOFLEX family, all sup- 
plied in 54 inch wide rolls. ROSCO- 
FLEX materials with other surfaces 
and Light Control features will be cov- 
ered in Parts II and III. 


rosco 


New York: 36 Bush Ave. 

Port Chester, N.Y. 10573 @ Tel. (914) 937-1300 
Cal.: 11420 Ventura Blvd. 

Studio City, Cal.91604 ¢ Tel. (213) 980-0622 
London: A.O. 3 Du Cane Court 

Balham, London S.W.17., @ Tel. 01-673-0368 


QUESTIONS & ANSWERS 


Conducted by CHARLES G. CLARKE, ASC. 
and WALTER STRENGE, ASC. 


(Inquiries are invited relating to cinematographic problems. Address: 
Q. & A., AMERICAN CINEMATOGRAPHER, P.O. Box 2230, Holly- 


wood, Calif. 90028.) 


Q | recently attended Expo ’74 and 
saw the film in the American 
Pavilion. | noticed that it was made in 
IMAX. | would like to know more 
about this method of filming. Does it 
use the anamorphic method, or is it 
another process of widescreen? Does’ 
IMAX involve more than one camera. 
and what size film does it use? Does any 
specific company make the camera that 
films IMAX?-1 also am interested in the 
method of projection. Is IMAX project- 
ed like Cinerama, or is it projected in 
the conventional manner? 


The IMAX system uses a single 

camera with 65mm film running 
through the gate horizontally. The 
frame is fifteen perforations wide. 

Prints are made on 70mm positive, 
and projection of the horizontal 15 
perforation film is safely accomplished 
by a special projector utilizing the in- 
genious “rolling loop’’ system. No ana- 
morphosis is used. The system is de- 
scribed in detail in the August, 1973 
issue of this magazine, page 988, and in 
two articles in the September, 1970 
issue of the Journal of the SMPTE, page 
778 and page 782. 


Could you please explain the dif- 
ference in job functions between a 
“gaffer” and a “key grip’’? 


A “gaffer” is the head electrician 

on the set who, with his staff, 
executes the lighting devised by the 
Director of Photography. The “key 
grip’ is in charge of the staff of grips on 
the set who execute the placing of 
shadow devices, dolly tracks and camera 
cranes as required by the cinema- 
tographer. 


Q | have observed that when an 
incident light meter is used to 
read a light condition in comparison 
with a reflected light meter, that the 
readings obtained with the latter will 
vary considerably, depending on the 
light conditions. | note that as | ap- 
proach a subject in making a reflected 
light meter reading that the indicator 
needle drops, whereas the incident light 
meter indicator remains constant. Sup- 
pose | wanted to photograph two 
people in closeup—one a white man, the 
other black. How would | base my 
meter readings? 


Careful analysis of exposure prob- 

lems in general reveal that: (A) 
The function of the film in the camera 
is to record and preserve the identity of 
the surface reflectances of the photo- 
graphic subject, and (B) The function of 
the camera exposure controls (lens aper- 
ture and shutter time) is to properly 
modify the intensity of the illumination 
which acts as a carrier for’ the subject 
reflectances. Therefore, it follows that a 
measurement of the incident light is 
most suitable for a determination of the 
appropriate setting for the camera expo- 
sure controls. 

In the example set forth in your 
question, we may note that the constant 
reading given by the incident light meter 
will allow the high reflectance of the 
white man’s face to be properly record- 
ed as a high reflectance object, while the 
low-reflectance of the black man’s face 
will be properly recorded as a low- 
reflectance object. 

Some other advantages offered by 
the incident light meter are: (1) speed 
and ease of operation, since only a 
single reading is required; (2) freedom 
from error where backlight prevails; (3) 
freedom from error due to subject 
contrast; (4) freedom from chromatic 
error; and (5) exceptional accuracy to 
suit the requirements of color pho- 
tography. 


What source of light is called the 

“key” light? Also, can you ex- 
plain, roughly, how directors of pho- 
tography go about setting up their lights 
for motion pictures? 


The key light is considered the 

source or main direction of light 
used to illuminate the principal charac- 
ters. Key light means source light. It 
may be strong, or very soft. It may be 
“hard” simulating sunshine, or soft—as 
the light reflected on the subject from 
some adjacent surface. It can be all- 
enveloping light, such as found in a 
shaded area. 

Set lighting patterns are dictated by 
the requirements of the scene to be 
photographed (mood; time of day or 
night). In other words, where should the 
light come from and what are its visible 
sources? What is the mood required? 
These considerations set the pattern for 
the placement of lights. 
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WE'RE GOOD LISTENERS, TOO 


Our salesmen, engineers and servicemen are all good 
listeners, as well as film processing experts. After all, 
we want to hear what you have to say about color 
processor design. installation. Service. Parts. Mainte- 
nance. Anything. Because the way we see it, the more 
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we know about what you need, the better we can 
meet those needs. 

Like your need for machine dependability. Well, all 
AP Processors offer you advanced technology engi- 
neered into each piece of equipment. Constructed of 
rugged stainless steel, they are built to give 

years of reliable service. As for 

at a our photographic processing 

i i@ quality — it’s really superb. 

And AP Color Processors come 

in a wide range of models — 19 

in all — which can be modified 

for multi-format operations. 

We can also custom-build 

processors to your specs. 

For additional information, 

talk to one of our listeners 

or send for literature. 


The Allen Products Company (a 
180 Wampus Lane 


Milford, Conn. 06460 
Telephone 203 874 2563 


The Money-Makers 


FILMLINE’S professional color film processors 
for motion picture laboratories. 


The Filmline Models FE-30 and FE-50 are fast, foolproof, troublefree and long-lasting. They turn out con- 
sistently superior work. The design is backed by Filmline’s reputation as the world’s leading manufacturer 
of film processors for the motion picture laboratory industry. 


Now enjoy the benefits of professional equipment incorporating exclusive Filmline features that have paced 
- state-of-the-art in commercial, industrial and defense installations at a cost lower than processors 
offering less. 


Check the exclusive Filmline features below: 


@*FILMLINE OVERDRIVE FILM TRANSPORT SYSTEM” FE-50 models as standard equipment. Don’t combination of the exclusive and special added 


This marvel of engineering completely eliminates 
film breakage, pulled perforations, scratches and 
operator error. The film can be deliberately 
stalled in the machine without film breakage or 
significant change of film footage in solutions. 
The heart of any film processor is the drive 
system. No other film drive system such as 
sprocket drive, bottom drive or simple clutch 
drives with floating lower assemblies can give 
you the performance capability of the unique 
Filmline Overdrive Film Transport System. 
@“TORQUE MOTOR TAKE-UP” gives you constant film 
take-up and does not impose any stress or strain 
on the film itself. Completely independent of the 
film transport system. This FILMLINE feature is 
usually found in professional commercial pro- 
cessors but is incorporated on the FE-30 and 


settle for less! 


@“TEMP-GUARD”’ positive temperature control sys- 
tem. Completely transistorized circuitry insures 
temperature control to well within processing 
tolerances. Temp-Guard controls temperatures ac- 
curately and without the problems of other 
systems of lesser sophistication. 


@“TURBO-FLOW” impingement dryer. Shortens dry- 
to-dry time, improves film results, and carefully 
controls humidity content of your valuable (and 
sometimes rare) originals. Immediate projection 
capability is assured because the film dries flat 
without the usual curl associated with other 
film processors. 


@“7ERO DOWN TIME” The reputation of any film 
processor is only as good as its reliability. The 


Filmline features guarantees trouble-free opera- 
tion with absolute minimum down-time and with- 
out continual operator adjustments. Recapture 
your original investment in 2 years on mainten- 
ance savings alone. Filmline’s ‘‘Push the button 
and walk-away processing” allows inexperienced 
operators to turn out highest quality film. 
“‘MATERIALS, CONSTRUCTION AND DESIGN” All 
Filmline machines are constructed entirely of 
metal and tanks are type 316 stainless steel, 
heliarc welded to government specifications. The 
finest components available are used and rigid 
quality control standards are maintained. 
Compare Filmline features to other processors 
costing more money. Feature-by-feature, a careful 
evaluation will convince you that Filmline offers 
you more for your investment. 


Additional Features included in price of machine (Not as extras). 


Magazine load, daylight operation m Feed-in time delay elevator (completely accessible) # Take-up time delay 
elevator (completely accessible) » Red brass bleach tank, shafts, etc. Prehardener solution filter # Precision 
Filmline Venturi air squeegee prior to drybox entry @ Air vent on prehardener @ Solid state variable speed D.C. 
drive main motor m Bottom drains and valves on all tanks @ Extended development time up to two additional 
camera stops at 50 FPM’s Pump recirculation of all eight solutions thru spray bars = Temperature is sensed in 
the recirculation line m All solutions temperature controlled, no chilled water required @ Built-in air compressor 
= Captive bottom assemblies assure you constant footage in each solution = Change over from standard develop- 
ing to extended developing can be accomplished in a matter of seconds = Impingement dryer allows shorter put 


through time. 
a S65 NH oe 
CORPORATION 
MILFORD, CONNECTICUT 
“When you buy quality Filmline Costs Less” 
(203) TR 8-2433 


Partial listing of Filmline users: Film Laboratories; Technicolor, 
Byron Motion Pictures, TVC Labs, Precision, Reela Film, Bellevue- 
Pathe, Filmhouse, Ltd., Deluxe General, Capital Film, Movie Lab, 
Radiant, Guffanti Film, National Film Board of Canada, Alexander 
Films, Canadian Defense Medical Center. 

TV Networks and Stations: NBC, CBS, ABC, WMAL, WXYZ, WWL, 
WJXT, WTOP, WCKT, WTVI, WNEW, WPIX, WOR, WNAC. 

Other: NASA, General Electric, IBM, General Dynamics, United Air- 
craft, General Motors, Eastman Kodak Company, Bell Telephone Labs, 
E. |. DuPont Co. 

Governments: Canada, Mexico, Thialand, United States, Israel, Qatar, 
United National. 


Send for Literature. 


Time & Lease 


All prices F.O.B. 
Plans Available. 


MILFORD, CONN. 
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Eciair people. 


Meet Walter E. Dombrow, cinematographer and 
Eclair user. “Emmy” won for filming The Great 
American Novel. 

“T guess I find documentary filmmaking so 
fascinating because life is the most interesting 
‘theatre’ there is. Of course, the trick is to be in 
the right place at the night time. Which is part 
instinct, part experience, part luck and part 
equipment.’ 


Black America, with actor/ narrator Bill Cosby, 
filmed on location, draws kudos for capturing the 
black viewpoint. And an “Emmy.” 

“When you're filming, you can’t get in the way 
of the action. Once your presence influences what 
happens in front of the lens, you get ‘artificial’ 
footage that audiences sense, even if they’re not 
conscious of why. In some situations, interference 
is not only bad creatively — it can literally be a 
matter of life and death?’ 


The Mexican Connection, filmed for CBS, 


captures the ‘bust’ of a drug smuggler, and many 
other candid action sequences. Won an “Emmy. 

“While I won’t downplay luck and skill, equip- 
ment naturally plays an important part. Because 
with all your planning and anticipation, the best 
shots are often captured more with instinct than 
deliberation. You hear a noise, or see something out 
of the corner of your eye. You pivot and press the 
‘run’ button before you even think about it?” 


“Emmy” won for The Selling of the Pentagon. 
And CBS’ 60 Minutes. 


“T’ve always been an Eclair ‘fan’... but the ACL 
is really something else. Without losing a shred 
of stability, versatility or ruggedness, it helps me 
film silently in the tightest quarters, rarely needing 
even a barney. The way it’s balanced, it works 
like it’s part of my body, which is nice to depend 
on when I’m trying to follow action in a crowd. 


” 


ge 


The large, bright viewfinder helps, too. Especially in low-light situations. 
And there’s certainly no harm in knowing that any lens I want to use, I can use. And when I’m running out of film, it’s nice to 
know that in a couple of seconds, I’ve slapped another 200- or 400-foot magazine on the camera.’ 


“T could tell you a lot more about why | like the ACL, and how it’s contributed to my work. But to any professional, my best 
endorsement of ACL is on film. Several hundred thousand feet of it, by now. 


For more information about Eclair cameras, please write or call Eclair Corporation of America, 62 West 45th Street, New York 
10036. (212) 869-0490, 7262 Melrose Avenue, Los Angeles, California 90046. (213) 933-7182. Telex: 14-7208. 


eciair corporation of america 
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CINEMA WORKSHOP 


By ANTON WILSON 


TWO-TRACK RECORDING 


About two or three years ago, several 
manufacturers introduced professional 
portable stereo tape recorders. These 
units, for the most part, went unnoticed 
by the motion picture industry—who 
needs stereo? 

Soundmen and producers lend me 
your ears—these stereo recorders are 
probably the greatest breakthrough 
since pilotone. The reason most profes- 
sionals have not bothered to consider 
the stereo models is due to the word 
“STEREO” which is really a misnomer. 
True, some visionary producers will 
record in stereo, anticipating stereo tele- 
vision, which is undoubtedly on the 
horizon. However, for the most part, 
these stereo machines should be called 
““Two-Track Recorders”. 

Why a two track-recorder? Under 
most circumstances a soundman will 
double mike. Whether it be an interview 
with two or more persons, a docu- 
mentary, or an industrial, at least two 
microphones are employed to cover the 
dialogue. 

When using a full (single) track re- 
corder, these microphones must be 
mixed on the spot into the single track. 
In essence, the soundman is forced to 
perform a mix as he is recording. It may 
be found on replay that one micro- 
phone was at too low a level relative to 
the other, or that two people (one on 


each mike) talked at once, drowning out 


each other. Or possibly one microphone 
pick-up required some _ equalization 
while the other did not. At this stage 
there is little that can be easily done to 
rectify these problems, as the whole ball 
of wax is in one track. In addition, it is 
difficult for the soundman to properly 
ride gain, as both microphones are being 
read on one modulometer; he can never 
be sure which mike is actually peaking 
the meter. 


Now consider the two-track recorder. 
The two-track recorder (such as the 
Nagra SL in FIGURE 1) is the same size 
and weight as comparable full track 
recorders. Surprisingly, the quality of 
each of the two tracks is the equal of 
the full track recorder in terms of 
signal-to-noise ratio and frequency 
response. Thus, if only one microphone 


1140 


on one track is employed, the quality 
would be the same as that experienced 
with the more conventional full-track 
recorders. But the fun comes when two 
microphones are employed. Each micro- 
phone is recorded on a totally separate 
track. In addition, a double modulom- 
eter is employed, an indicator for each 
microphone level. The soundman can 
optimumly adjust the level of each mike 
to obtain maximum = signal-to-noise 
ratio. On the Nagra two-track recorder 
the two indicators are superimposed on 
one scale and color-coded red and green 
to correspond to  the_ respectively 
colored level knobs. This feature is 
really great, since the sound man 
doesn’t go crosseyed trying to keep his 
attention on two separate level meters. 
Thus, recording with the two-track 
recorder is easier for the soundman. He 
doesn’t have to worry about mixing or 
relative levels of the two microphones. 
He just rides gain for best signal-to-noise 
ratio (100% modulation) and lets the 
mixer in the studio worry about relative 
levels. 


FIGURE 1 


Meanwhile, back at the studio, the 
mixer is ecstatic. Because each micro- 
phone was recorded on a separate track, 
the mixer has full control of relative 
volumes and can independently equalize 
the individual tracks. Take our previous 
example where two people talk at the 
same time and both voices are garbled 
by each other. In the  two-track 
instance, the mixer just kills the gain on 
the less interesting of the two voices and 
the remaining track comes through 
relatively clean and intelligible. 

There are other advantages to the 
two-track recorder. In lieu of a neo- 
pilotone track, the two-track recorder 
employs a third center track (sometimes 
called synchro-tone) to facilitate sound 
sync. The center track performs the 
same function as the neo-pilotone track, 
namely the recording of the 60 HZ 
pilotone or crystal signal. However, be- 
cause it is a conventional type head as 
opposed to the push-pull double-gap 
neo-pilotone head, the center track can 
record a broader frequency spectrum. It 
Continued on Page 1212 


The Nagra IV-S Stereo recorder, a ““two-track”’ system 
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IF YOU WANT A SUPERB 
NEWS/ DOCUMENTARY CAMERA, 
THIS IS YOUR CAMERA. 


Whatever camera characteristics are most important to 
you, the CP-16 offers them. And more. 
If you want light weight—and who doesn't—a fully- 
equipped CP-16 with 400' magazine, Angenieux 
12-120mm zoom, record/playback heads and amplifier 
and battery weighs in at 17 Ibs. (Other configurations 
are even lighter!) Maneuverability? CP-16's light - 
weight, compact size and human-engineered 
design help you go where the action is, and 
concentrate on filming, rather than 
struggling. Reliability? CP-16 has the 
lowest downtime in the industry. 
Looking for versatil- 
ity? Look no further.CP- 
16 works with a wide 
variety of lenses— 
automatic and non- Bt A 
automatic, Zoom and rLAat ee . flex shown 
prime.With 400' and _g , oe sepia ae py 


1200' magazines, in- 57mm /1.6 zoom lens. 
cluding an advanced, « 


lightweight Lexan" OEE LEX. 
400' model. Other accessories? You name it. 


Happily, Cinema Products didn't stop 
there. With their customary thoughtfulness, 
they've made CP-16 available in both 
reflex and non-reflex versions. Giving 
you the opportunity of choosing the 
viewing system (and price range) that’s 
best for you. By selecting their most ' 
advanced reflex system. Or opting to 2 CP-16 shown 
update your camera without obsoleting . ; ’ 
those expensive, reliable lenses with coe apd ae ee 
é 120mm f/2.2 zoom lens. 
reflex viewfinders you've accumulated 
over the years. 
More? Of course, when you talk CP-16 
(or anything else, for that matter) to 
Camera Mart, you're talking to the people 
who take the trouble to help you choose 
the best package, at the right price. And 
back everything you purchase to the 
hilt. For more information about rental or 
purchase—give us a Call or pay us a visit for 
a demonstration. Reflex. Or non. 


CAMERA 
MART 


THE CAMERA MART, INC. 
456 W. 55th St., New York, 10019 


(212)757-6977 
SALES-SERVICE‘RENTAL 
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NOW, SOUP lOGAGION lighting prawlems 
OPE NO WIQgGr Gian WHS 


Tota-Light: More 
than just a new light, 
i's a new lighting 
concept. Compact 
1000, 750 and 500- 
watt quaniz lighting with an 
integral system of lightweight, 
modular mounting and light 
control components. Provid- 
ing almost limitless location 
flexibility. 
With Tota-Light, a room is 
more than just an area to be 
lit: it becomes part of the lighting system. 
A system where three walls can 
be lit smoothly and evenly from 
a single light mounted on y 
the fourth wall. Or four walls, 4 — 
ceiling and floor 
can be covered 
fromacorner. | 


i j 
Bright, soft Umbrella locksinto / 
light without accessories. 


Snap-together flags and ‘Xx 


/ 
The key to these, 
and hundreds of 
other new 


possibilities, is the 


first professional 
quartz light built 
like a “system” 


sories.Anda_ 
family of 
snap-together 7 
flags held by if 
flexible arms. ~~ 
Using these 
and other 
components, 
Tota-Light can 
be stacked, 
diffused, 
converted in 
seconds to a 
softlight, 


Tota-Light tapes to walls and windows; frame 
holds precut conversion and diffusion gels. 


Stacks on stand or clamp. 


mounted atop open 
_orclosed doors, 
fastened to virtually 
any surface...and 
closed compactly 
_\ to fit a kit or canvas 
J pouch that loops 
over the belt. 
To find out more about 
how we've cut location lighting 
* problems down to size, see 
your Lowel dealer or send for 


our brochure. 
“TM Pat. Pend, 


camera. With a gel . | 
frame that locks in 


like a matte box. 
A reflective 


umbrella that 
lags control light precisely. \ 


needs no acces- 


421 West 54th Street, New York 10019 (212) 245-6744 


"Troubled by out-of-focus pictures? 


"Troubled by emulsion 


pile-up in your camera gate? 


Troubled by distracting camera 
noise when shooting subjects who 
should not be distracted from wnat 


they are doing? 


Troubled by cameras that are 
always in need of repair and 


adjustment? 


Kf so, switch to Auricon, the only 16mm Camera that 
guarantees you protection against all these troubles, 
because it is so well designed! The Auricon is a superb 
picture-taking Camera, yet silent in operation, so that 

BACK |, at small extra cost for the Sound Equipment, it can 
even record Optical or Filmagnetic sound in addition 
® to shooting your professional pictures. 


AURICON SUPER-1200, takes 1200 ft. Runs 33 min. $6425.00 & up 
AURICON ‘‘PRO-600 SPECIAL,”’ takes 400 ft. Runs 11 min. $1620.00 & up 


AURICON PRO-600, takes 600 ft. Runs 1612 min. $1820.00 & up 


CINE-VOICE 11, takes 100 ft. Runs 234 min. $1180.00 & up 


Write for your free copy of the 74-page Auricon Catalog 


GUARANTEE BACH AURICON, Inc. 
All Auricon Equipment is sold with 6902 Romaine St., Hollywood 38, Calif. 
a 30-day money back Guarantee 


and a 1 year Service Warranty. 
You must be satisfied! 


MANUFACTURERS OF PROFESSIONALI 
16MM CAMERAS SINCE 12931 
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GENRES AND TECHNIQUES 


An excellent study of special effects 
in the cinema, MOVIE MAGIC by John 
Brosnan presents an effective survey of 
the fantasy world created by imagina- 
tive technicians. Both professionals and 
fans will find here ample information on 
the way supernatural phenomena of all 
sorts are conceived, executed and pho- 
tographed, with evocative illustrations 
that jog fond memories. (St. Martin’s 
Press $10.95) 

* * * 

Sophisticated VTR production tech- 
niques are discussed in the 1974 ELEC- 
TRONIC FILM/TAPE POST-PRODUC- 
TION HANDBOOK by Gary William 
Jones. This excellent manual on time- 
code videotape editing, electronic pho- 
tography and equipment, updates for 
movie studios, TV stations and film 
courses many creative opportunities 
made available through this inexpensive 
and novel technology. (Jones Family 
Reunion, 8825-88 Ave., Edmonton, 


Alta. T6C 1L5, Canada, $4) 
* * * 


A handy and substantial directory of 
652 top cutting room technicians, with 
a list of their credits and awards, is 
compiled by Renée L. Ash in THE 
MOTION PICTURE FILM EDITOR, 
with Jerry Greenberg, Oscar-winning 
editor of The French Connection, and 
veteran editor Jack W. Ogilvie providing 
insights into this essential craft. (Scare- 
crow Press $6.) 

* * * 

Interviews with Czech film-makers 
who sparked their country’s cinematic 
renaissance—Milos Forman, Ivan Passer, 
Jan Kadar and many others—make up 
Antonin J. Liehm’s CLOSELY 
WATCHED FILMS. This informative 
anthology about a group of sensitive 
and dedicated artists includes a useful 
filmography and appropriate indexes. 
(Int’l Arts & Sciences Press, 901 N. 
Broadway, White Plains, N.Y. 10603. 
$15.) 

* * 

A comprehensive, illustrated survey 
of the perennially popular cloak-&-dag- 
ger genre, THE GREAT SPY PIC- 
TURES by James Robert Parish and 
Michael R. Pitts covers some 500 mem- 
orable silent and sound films with de- 
tailed cast-&-credits lists, character 
names, plot summaries, plus reviews and 
editorial comments. (Scarecrow Press 
$17.50) 

* *% * 

Ivan Butler’s THE WAR FILM is a 
perceptive study of the treatment of 
war in U.S. and British films. From 
Vitagraph’s Tearing Down the Spanish 
Flag (1897) to Dalton Trumbo’s Johnny 
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THE BOOKSHELF 


By GEORGE L. GEORGE 


Got His Gun (1972), the book docu- 
ments in a thoughtful and informative 
approach the recurring themes in films 
dealing with the American Civil War, 
WW I, WW II, the Spanish Civil War, 
Korea, Vietnam. (Barnes $8.95) 


Norman Kagan’s book on the same 
subject and with the same title, THE 
WAR FILM, pertinently asks whether 
these movies are true to war, to history, 
to their times, to cinema, to art and to 
themselves. Stressing the cathartic effect 
of such films, the author finds they 
convey authentically the experience of 
war in its multiform aspects of savagery, 
courage and futility. (Pyramid $1.75) 

* * * 


GOOD OLD HOLLYWOOD 


Mike Steen’s HOLLYWOOD 
SPEAKS! is an “‘oral history’’ of what 
has been called a state of mind as 
reflected in 25 interviews with some of 
Hollywood’s most celebrated denizens: 
cameraman James Wong Howe, directors 
William A. Wellman and Busby Berke- 
ley, stars Henry Fonda and Rosalind 
Russell, as well as makeup artists, pro- 
ducers and assorted craftsmen. (Putnam 
$8.95) 

* * * 

In ACADEMY ALL THE WAY, col- 
umnist Grover Lewis reprises his pieces 
from Rolling Stone Magazine, spotlight- 
ing with wit and perception many un- 
conventional aspects of the good and 
bad times in and around the film capi- 
tal. (Straight Arrow $7.95) 

* *% * 


Rex Reed’s PEOPLE ARE CRAZY 
HERE is bound to provoke, delight or 
irritate almost anybody connected with 
show biz. His 40 portraits of screen and 
stage notables show him at his sharpest, 
meanest and cleverest, in a class by 
himself. (Delacorte $7.95) 

* * * 


Director Peter Bogdanovich and wri- 
ter-producer Norman Lear are two film 
personalities included in SUPERTALK, 
a remarkable collection of unusually 
revealing interviews conducted by Digby 
Diehl, the respected book editor of the 
L.A. Times. (Doubleday $8.95) 

* * * 


A well-researched fictionalized ac- 
count of the growth of the film indus- 
try, THE BEGGARS ARE COMING by 
Mary Loos, adroitly combines romance 
and fact, making for pleasant and in- 
formative reading. (Bantam $1.50) 

* 


* * 


The 4th edition, fully revised, of 


Leslie Halliwell’s international reference 
work, THE FILMGOER’S COMPAN- 
ION, is an inexhaustible source of fac- 
tual information. Unequaled in scope, 
reliability and perceptiveness, its 10,000 
entries and 873 pages deal with person- 
alities, movies, genres, remakes, tech- 
niques, and a host of related subjects. 
An invaluable and indispensable addi- 
tion to any library. (Hill & Wang $25.) 
* * * 


GLAMOR & CO. 


The career of Bette Davis, replete 
with ups-and-downs, battles royal, feuds 
and reconciliations, is entertainingly re- 
lated by Whitney Stine in MOTHER 
GODDAM. Most of it is history (or 
legend), but what makes the book nota- 
ble is La Davis’s running commentary, 
in red in the text, wherein she sets the 
record straight in her customary no-non- 
sense style. (Hawthorn $12.95) 

* * * 

The special merit of Arthur Marx's 
biography of Dean Martin and Jerry 
Lewis, EVERYBODY LOVES SOME- 
BODY SOMETIME (ESPECIALLY 
HIMSELF), is its penetrating insight 
into the uncontrollable egos of the 
popular performers. How two talented 
individuals almost managed to destroy 
themselves and those around them is a 
devastating tale that Marx unfolds with 
compassion, tempered by a healthy dose 
of reproof. (Hawthorn $9.95) 

* * * 


In JAMES DEAN: A SHORT LIFE, 
Venable Herndon draws in sensitive and 
understanding prose a portrait of the 
late actor, enabling his devoted fans to 
evoke the pathetically insecure ‘‘rebel”’ 
at his most vulnerable and glamorous. 
(Doubleday $7.95) 

In the Pyramid Illustrated History of 
the Movies, three new _ biographies: 
GRETA GARBO by Richard Corliss, 
JUDY GARLAND by James Juneau and 
JOHN WAYNE by Alan G. Barbour. 
Well written, solidly documented and 
interestingly illustrated, these books 
combine popular appeal with earnest- 
ness of purpose. ($1.75 ea.) 


BOOKLOVERS’ BONANZA 


Readers interested in keeping period- 
ically abreast of new books in the field 
of movies and other performing arts will 
find the information they seek in AN- 
NOTATED BIBLIOGRAPHY OF NEW 
PUBLICATIONS IN THE PERFORM- 
ING ARTS. Edited by Ralph Newman 
Schoolcraft, this quarterly publication 
updates his earlier exhaustive bibliog- 
raphy published last year. (Drama Book 
Shop, 150 W. 52 St., NYC 10019, $2.50 
a yr.) ai 
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CINE GO 
INTRODUCES THE 
~OUIGKIE™ 


FULL GHARGE Ii JUST 1 HOUR 


Now you can enjoy all the advantages that have 
made Cine 60's Power Belt the world’s most 
popular professional motion picture power source 
with built-in fast charging. |n just one hour (less 
if the belt is partially charged to begin with), the 
ew Cine 60 “Quickie” Belt charges quickly, 
Surely and safely to its full ampere-hour capacity. 
iving you anumber of important advantages you 
ever had before. 
The Full-Charge Lunch Break. After 
a morning of shooting, the Quickie 
Belt recharges its batteries while 
you recharge yours. Full capacity 
n 60 minutes or less; half- 
apacity in half the time. 
Throw Away Your Crystal 
Ball. Worry no more about 
ow much your batteries are 
discharged. Youdon'thave to "amu 
eep alog or check with the 
guy who used the belt last. 
ust a short hour's charge 
and you're sure. (No chance 
of over-charging, either!) 
Double-Indemnity Peace of 
ind. The Quickie Belt is 
engineered with the world’s 
ost advanced fast-charge sys- 
em, for safety. It’s quick-charge 
system utilizes both timer and 
hermal cutoff to protect batteries 
Against overcharging and heat 
Duildup. As long as the Quickie’s 
harging light remains on, it’s taking 
a fast, safe charge—as soon as the 
battery's fully charged, the light goes 
bff, regardless of how soon the belt's 
harged. So you can often start shooting 
n far less than an hour. 
One More Good Thing. While we're at it, 
e've added another little feature you'll notice. 
\ new housing design that’s even 
ore flexible and durable. (Which makes a good 
hing even better.) 
All the Things You Take for Granted. Of 
Ourse, all the heavy-duty features 
Duilt into the Quickie 
Belt and its detachable 
ast-charge module, 
Hon't change the 


features you've always relied on us for. Like 
superior comfort. Premium materials. Reliability. 
Durability. And a variety of belts engineered to 
match every professional camera and “sun gun: 
Quick Information. For more information about 
the Quickie Belt, as well as the latest on our wide 
range of useful motion-picture accessories, 
please write or call us. We'll be quick to respond. 


'inceoaoeererveoa a Tre Do 
Film Center Building, 630 Ninth Avenue, New York 10036 Telephone (212) 586-8782 


Whats newer than 
Eastmanis 7247 & 5247 
color negative? 


The equipment 
to process it. 


DuArt would like to introduce 
you to its new negative processor 
by DEVELOPING AND PRINTING 
YOUR TEST FOOTAGE FREE. 


Eastman’s new ECN2 negative stock 
ushers in a new era in film making with substan- 
tial improvements in quality. It requires new 
chemistry and new equipment. A very substan- 
tial investment on the part of any lab who wants 
to properly process this new negative stock. 

We, and other labs, had to make a 
choice. Take an old piece of equipment, modify 
it and/or rebuild it or buy a very expensive piece 
of new equipment and get everything the new 
negative is capable of delivering. 


Now in our 52nd Year. 


To help you evaluate the advantages 
of this new negative stock and our new proces- 
sor, we will screen the free workprint with you. 
By testing and comparing, you'll get a first hand 
opportunity to see the different and better re- 
sults. Call Bob Smith at DuArt for complete 
information. 


Du Art Film Building 245 W. 55th St., New York, N.Y. 10019 (212) PL 7-4580 
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PROFILE: A.S.C. 


By JOHN ORMOND 


(Editor’s note: This is the second in a 
monthly series of articles, profiling distin- 
guished members of the American Society of 
Cinematographers. } 


WILLIAM MARGULIES, A.S.C. 


The American Society of Cinematog- 
raphers is comprised of men of many 
talents and backgrounds, from several 
different countries. From its inception, 
in 1919, the ASC has stressed excellence 
and integrity as the main ingredients for 
its distinguished membership, whether 
they demonstrated their skills in motion 
pictures or in television. 

However, partly due to the world- 
wide scope of motion pictures plus the 
greater film budgets involved, the direc- 
tor of photography of a motion picture 
has received a much greater prominence 
than his counterpart in television. That 
situation is gradually changing, and with 
it is developing an increasing interest— 
and share of the credit with the public— 
in the men who work in America’s great 
television complex. 

One such exponent of the TV camera 
skill is longtime ASC member William 
Margulies, a cameraman who learned his 
art in motion pictures but who has been 
active in television for more than a 
decade. 

The latest count indicated that Mar- 
gulies has photographed no less than 
443 television shows. But that’s only 
the shows he’s recorded in his own work 
logs. He says there are probably many 
more. 

A good portion of Margulies’ work 
has been done at Universal, during an 


11-year period. Such shows as ‘Run For 
Your Life’, “‘Wagon Train”, ‘‘Check- 
mate’’, ‘Paris 7000”, and “Emergency”, 
to mention but a few of the series he 
has photographically supervised. 

Margulies’ views on television, then, 
are worth noting. Especially since he 
feels the medium is no longer providing 
the kind of excellence which the ASC 
has long stressed. 

“‘In the early days of television,’ he 
says, “it was possible to deliver a TV 
show for $15,000 to $20,000. We did 
our own commercials, then, too. 

“‘The cameraman always stressed bet- 
ter photography—and he would general- 
ly get his way with the production 
company and with the director. 

“But in recent years, things have 
really deteriorated. There are many 
more inexperienced people on the TV 
set, and one frequent result is bad 
lighting. It’s a fact today that many 
producers and: directors, because they 
are inexperienced, just don’t know what 
they want—and they accept poor 
work.” 

Margulies also noted that cameramen 
used to be hired.in TV for 32 shows at a 
time. Then the number dropped to 13. 
Now, he says, it’s almost a case of show 
by show. 


Nevertheless, the financial aspect is 
still good. Margulies believes all camera- 
men are better off today than they were 
20 years ago, from a monetary stand- 
point. And he says it’s probable the 
average television cameraman on filmed 
series earns.more overall each year than 


. 
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his motion picture colleague. 

By comparison, Margulies recalls, he 
used to earn $25 (!) a week “with no 
overtime” when he first started in 
Hollywood in 1924, working at the old 
Fox studios as an assistant cameraman. 

The first “big’’ picture Margulies 
worked was “What Price Glory” starring 
Victor McLaglen, Edmund Lowe and 
Dolores Del Rio. 

“We worked day and night, including 
Sundays, for six months on that one,” 
says Margulies. ‘‘Fox was headquartered 
then on the Western Avenue lot, and the 
exteriors were done over on Pico Boule- 
vard, where the company later set up its 
main studios.”’ 

Margulies’ favorite story concerning 
that picture refers to the night they 
staged the big battle sequence on the 
Pico lot, which was then an open area 
surrounded by a few homes and shops. 

“We had ten cameras for the se- 
quence. We made a lot of noise with 
shell explosions and machine-gun fire 
and so on. About 2 a.m., just after we'd 
finished a scene involving a lot of 
fighting before the cameras, a sheriff 
walked on the set and asked our 
assistant director who was in charge of 
the proceedings. The assistant, Jim 
Tinling, answered that he was. Where- 
upon the sheriff told him he was under 
arrest for disturbing the peace!”’ 

Margulies chuckles as he recalls, 
“Seems some of the home owners were 
screaming because all the ruckus had 
caused many windows to crack and 
some stucco had cracked and peeled. 
Poor Jim just happened to be there 
when the sheriff showed up, and he gave 
the wrong answer!” 

Margulies, New York-born-and-edu- 
cated, attended the Artists League in 
Pittsburgh and the Chouinard Art 
School in Los Angeles, before he en- 
tered the Wonderful World of Movies. 

He became a first cameraman in 
1956, on a picture titled “Broken Star”, 
which Howard Koch produced. Among 
the movies he worked were “Fort 
Laramie’, “‘War Drums”, ‘‘Dateline 
Tokyo”, ““The Sword of Ali Baba’’, and 
“‘Easy Come, Easy Go”’. In all, Margulies 
photographed 30 motion pictures. 

Among his many honors as a director 
of photography have been “Emmy” 
nominations in 1957 and 1958 for 
“Have Gun, Will Travel,’’ and 1960 for 
“Lawless Years’’ and 1961 for ‘Out- 
laws.” Recently, he has been working in 
the ‘“‘Love Story” and ‘Family Kovack”’ 
series. 

“I’ve had a long eventful career,” 
says William Margulies. ‘I’ve seen a lot 
of things, and I’ve done a lot of things. 
But if | had to do it over again, | 
wouldn’t change a single thing!”’ = 
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Maybe you’re shooting documentaries. 
Or features. TV news. Or commercials 
(live or animated); travelogues; sports; 
wildlife; educational films; macrocine- 
photography or cinephotomicrography, 
you name it. Bolex can provide you with 
exactly the right camera body, lenses 
and accessories to assure you'll have 
just what you need when you need it. 
(And at prices that may surprise you with 
their economy.) 

The cameras: You get to choose 
from five rugged camera bodies 
designed for hand held or tripod use. 
With either three-lens turret or bayonet 
mount, with spring motor or electric 
drive, with 100’ to 400’ film capacity, for 
silent filming or sync sound with sync 
pulse generator or crystal. And that’s just 
the beginning. 

Consider features like: automatic 
threading, flickerless reflex viewing 
and focusing with complete depth of 
field control, a filter slot behind the lens, 
single-frame counter, unlimited film 
rewind, variable speeds for accelerated 
and slowmotion filming, single frame 
filming, variable shutter with automatic 
control possibility, registration claw 
for total accuracy in picture steadiness 
even when films are blown up to 35mm. 


THE 
WHOLE 
SHOOTING 
MATCH. 


The lenses: With the Bolex system, 
you can choose from 7 fixed focal length 
lenses, ranging all the way from 10mm 
super wide angle to long 150mm 
telephoto. And they all have built in 
macro focusing, automatic depth of field 
scales and diaphragm presetting so 
you can step down the aperture without 
taking your eye off the reflex finder. 

You can choose a lens as fast as f/1.1, or 
one that can focus down to one inch 
without accessories. 

The system offers you seven zoom 
lenses with zoom ranges from 5:1 to 10:1. 
One of those is the Vario Switar 100 POE-4 
with built-in power zoom, automatic light 
measuring through the lens, focusing as 
close as four feet and picture sharpness 
equal to any good fixed focal length lens. 


The works: You can extend your 
basic equipment almost indefinitely with 
a wide range of accessories. 

For instance: if you choose a spring- 
wound camera, you can automate easily 
with any one of three auxiliary motor 
drives, for time-lapse or animation, for 
variable speed shooting or for filming 
with sync pulse generator or crystal. 
The system offers you tripod; monopod; 
camera grips; blimps; an automatic 
fading device; cable releases; matte 
boxes (complete with masks); an 
underwater housing; attachable exposure 
meter; 400’ magazine; closeup lenses; 
extension tubes; optical magnetic 
sound projector. 

It’s quite a list. But that isn’t all. The 
full story of Bolex’s whole shooting 
match fills a 32 page book. Which we'll 
be happy to send you. Just write to 
Paillard Incorporated, 1900 Lower 
Road, Linden, N.J. 07036. You'll geta 
very professional response. Other 
products: Hasselblad cameras and 
accessories. 


BOLE xXx< is 


PAILLARIED 


Academy Award Winning 
Optical Printers 


1971 —The Model 2103C with the B&H 
Additive Lamphouse for laboratory use. It is 
automated by punched tape; all light 
changes, color balancing and fade-dissolve 
effects are automatic. The perfect printer for 
one-to-one duplicate negatives, blow-ups or 
reductions. Super 8mm, 16mm or 35mm. 


We wish to thank— 


1973 —This recognition was given for the 
printer's new concepts and sophisticated 
engineering that provide better quality, 
better control and fool-proof operation for 
the most advanced special effects. 


the more than eighty engineers and technical experts of the 
Academy of Motion Picture Arts and Sciences, for these honors. 


Both optical printing systems embody the latest 
technology for maximum efficiency, economy and 
versatility: our patented ‘PhotoTron’ solid-state electronic 
film drive system that eliminates virtually all mechanical 
gear trains, shafts, clutches, solenoids, relays, knuckle 
joints... and associated trouble; snap-out printed circuit 
boards that minimize down-time; pre-programming 
capability that provides truly automated operation; power 
requirements appropriate for international use. 


For complete technical data, prices and delivery — write, 
telephone or cable Research Products, Inc., 6860 
Lexington Ave., Hollywood, CA 90038, USA; Telephone: 
213-461-3733 / Cable: RESEARCH. 


RESEARCH 
PRODUCTS 


Research Products are Products of the Future 


Note to Foreign Purchasers: U.S. export/import 
loans are available upon approval of credit. 


RPI Optical Printers are in use in — 


Sweden, Italy, Japan, Hong Kong, China, Canada, Mexico, Brazil and U.S.A. 
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The First and Only 
Arr SGSBL in Florida 


-aame! it’s a clean, quiet one! 


Available for Rental...anywhere 


eee 
Fat e me 


“ 
ry 
é 


ume” 


[mage T Devices [Incorporated 
811 NW 111 STREET - MIAMI, FLORIDA 33168 USA 


Telex 51-9348 - Cable imacemiam - TWX 810/848-9999 
Phone 305/751-1818 


RENTALS SALES & SERVICE WORLDWIDE 
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Before a Duncan zoom lens goes 
- out on rental, we 
check its tracking, 
» resolution and 
focus-holding. 
. Every time. 


HOW IT WORKS 


The lens is positioned on a pre- 
cision standard, in the appropriate 
camera mount. A front-surface glass 
U.S.A.F. test chart is placed at the 
film plane. Positioning accuracy is 
within 1/10,000 inch. 


By rear projection, the target’s 
image is visible two feet from the 
operator on a darkened screen. At that 
distance, it’s easy to count the lines 
per millimeter, and to check the focus, 
from in tight to wide angle. 


An overlay cel. with the same 
crosshairs is positioned on the screen 
itself, in register with the projected 
image. As our service man zooms the 
lens in, he can see at once if the track- 
ing is centered properly, and if there 
are any bumps. 


None of these tests is new, of 
course. What’s new is that they can 
be done with high precision in sixty 
seconds.Without a darkened room 
and withouta distant screen to peer at. 


Our exclusive rear 


projection test machine 


ental lenses take their 
knocks, like every- 
thing else in this life. 


At Duncan, we test every- 
thing before it goes out. (For 
example, we run film through 
every rental camera—every 
time.) But collimation tests take 
forever. So we've designed our 
own lens test machine. 


Using overlay crosshairs, 
we can tell if Zoom tracking is off 
center by .001 inch—or less. Is 
resolution up to specifications? 
Is the image sharp right across 
the frame? The target projected 
on the darkened screen lets us 
clearly count the lines per milli- 
meter, at center and edge. 


lets us do the job 
in only sixty seconds. 


If alens is three inches off 
indicated focus at six feet, we 
can see it easily. (Looking 
through the camera with a 
groundglass and a magnifier, it’s 
hard to tell a three foot error.) 
And we can check the focus at 
every point of the zoom range. 
We can and we do. Every time. 


eS ee ne ee ae 


BRING YOUR 
LENS IN TO 
ANY DUNCAN 
SHOP. WE’LL 
TEST IT FOR 
YOU — FREE. 
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VICTOR DUNCAN INC. 


676 ST. CLAIR, CHICAGO 
2659 FONDREN, DALLAS 
11043 GRATIOT, DETROIT 


SERVICE, SALES AND RENTALS: CHICAGO, DALLAS AND DETROIT 


adieyy Aroneg Jog InoP{ 2G e 
Apog wmisouSey 34S1amiyBrT e 
— JUSWIAO| UONINY Yeg oUINUAD e 


TOULNOD ANNTIOA 
WOHL FAISNIOXE MAN ONMNLVA ° 


OT WISAYD YId0A 


AUAATTAC ALVICAWWI 


TOULNOO] 
AWNIOA ANWNHL 
AAISNTOXa 


WALSAS ATANOG 

GNV ATONIS FO 
VaAWwvV) W'Tld 
AYVINAWNDOd GNV SMGAN 


NGe 


= SEE Rip 


es 


apg 


ag 
Pf ON 


STLZ-LSE 19 SHOE-LSE (FIZ) 
O@7SL SVXHL ‘SVTIVG 
ANV'T GUVMaAa O87 


‘sapof P*( 


GQNVd GQNVH ANO 


AMERICAN CINEMATOGRAPHER, OCTOBER 1974 


Jamieson 


film 


processors 
because... 


...they’re lower priced, operate more 
economically, and have proved 
themselves in 100s of installations 

in 23 countries. 


We offer three basic groups or series of 
processors, and our patented, small 
reservoir tube tank is the key to them all. 
It combines the transport rack and 
solution tank in one small unit, which 
results in several major 


advantages: 


& Film advances virtually tension-free. 
The demand top-overdrive film transport 
uses no Clutches, floating rollers 

or film sprockets. 


» Smaller machines take only half 
the floor space. 


~& Solution volume is reduced 15 
times over open-tank designs. 


»& Temperature in primary solutions is 
controlled to an accuracy of a few 
hundredths of a degree. 


© The elliptical shape of the tubes 
protects the film and provides 
high induced turbulation. 


JAMIESON COMPAC 16/8 
Conducts standard ME-4 

at 20 FPM. Runs 16mm and 
8mm interchangeably. 
Models available for 
35mm/16mm, B&W 

reversal and 
negative/positive. 


Other important features include: 
Lower maintenance and labor costs, 
and less power and water usage. The 
small volume of solution in the machine 
gives long-term stability and improved 
cleanliness. And film threading is 

both easier and faster, accomplished 
without removing the tank. 


Because of our equipment’s modularity 
and flexibility, we can custom design 
processors for combination processes 
or for special requirements. 


Write for our new brochure and data 
sheets on all our models. And give us an 
opportunity to quote on your processor 
requirements. 


JAMIESON MARK IV, Model A 

Runs 16mm and 8mm Ektachrome at 30 FPM. Model B for 
ECO-3 and ME-4 with silver track. Other models for 35mm 
processes, including CRI. 


JAMIESON MARK IX, Mode! B 

Conducts ECO-3 and ME-4 for all 16mm, 8mm Ektachrome 
camera and print films at 65 to 75 FPM. Other models run 
Eastman Color and other processes in 16mm and 35mm. 


CI Yes, I'd like to see your new brochure and data sheets on your color 
and B&W film processors for 8mm, 16mm and 35mm film. 


Name 


Firm 


Title 


Division 


Address 


City 


State 


JAMIESON FILM COMPANY 


EQUIPMENT DIVISION 6911 Forest Park Road, Dallas, Texas 75235 (214) 350-1283 
Represented in Europe, The Middle East and South Africa by W. Vinten Limited. 
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The Camera That Shot Lincoln 


Not once, but 400,000 times, if you count frames. 
With the filming of “Sandburg’s Lincoln” by David L. 
Wolper Productions, the CP-16 has been established 
as a legitimate feature production camera. The entire 
“lincoln” series of six 1-hour specials has been filmed 
in 16mm with the CP-16 Reflex, using EK color negative 
7247. 

You can be sure the CP-16R was not chosen for this 
innovation in filmmaking until it had passed a series of 
rigorous and demanding tests made by top profes- 
sionals in the motion picture industry. And, you can be 


sure that the CP-16R passed these tests with outstand- 
ing credentials. We consider this another great “first” 
for the little news camera that makes news. 

What does this all mean to you? It means that if you’re 
in the market for a TV news, documentary or feature 
production camera, no matter where you are in the 
U.S., you owe it to yourself to investigate the CP-16. 

We're not saying that it’s the world’s most versatile 
Sle but we are saying that if it isn't, it comes mighty 
close! 


See the results for yourself. Hal Holbrook as “Sandburg’s Lincoln” airs 
on NBC-TV. Consult your newspaper for dates and time. “Sandburg’s 
Lincoln” was produced by David L. Wolper Productions. George 
Schaefer, producer-director. Howard Schwartz, A.S.C., director of 
photography. American Banking Association and Eli Lilly and Co., 
sponsors. 


lectnology nthe 
Service Of Creativity 


PRODGUCLS 


CP-16 cameras 
are manufactured by: 


Available from: 


VICTOR DUNCAN, INC. 
11043 Gratiot, Detroit, Mich. 48213 (313) 371-4920 
676 N. St. Clair, Chicago, Ill. 60611 (312) 321-9406 
2659 Fondren, Dallas, Texas 75206 (214) 369-1165 


ALAN GORDON 
ENTERPRISES INC. 


1430 N. Cahuenga Blvd. 
Hollywood, Calif. 90028 
(213) 466-3561 / (213) 985-5500 


CAMERA MART, INC. 


456 W. 55th Street 
New York, N.Y. 10019 
(212) 757-6977 
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It’s our revolutionary ‘‘two-way” cardioid dynamic 
microphone. Only AKG has it. 

Before our refoow dna reteewt development, when- 
ever one end of the frequency range was expanded, the 
other end lost. And there was often trouble in-between. 

The solution our people came up with was so simple 
it was beautiful. And patentable. U.S. Patent #3,204,031 
to be exact. Build two microphone elements in the same 
housing. One for highs. One for lows. Phase them together 

with an integral crossover 
network and you’ve 
expanded your range 
without any strain 
anywhere. Sound 
familiar? It’s the 

same principle 

of a modern 
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speaker system. A ‘‘tweeter and woofer”—only backwards. 

In the studio, on stage or on location, you have the 
range you need. Plus a completely flat response over the 
entire audio spectrum and natural reproduction up to 90° 
off the microphone axis. Plus no “booming” proximity 
effect and virtually no feedback problems. 

There are AKG “two-way” microphones available for 
all professional purposes. See the AKG D-224E. The studio 
version of the “two-way” principle that duplicates the 
more desirable characteristics of condenser microphones. 
Or the highly versatile AKG D-202E that works wonders on 
live and cinema sound stages. And the all-purpose AKG 
D-200E ‘‘two-way” microphone that adds new dimension to 
P.A., radio-journalism and recording. 

Speak to your professional equip- 
ment supplier. Or write to us for 


complete details. 

AKG MICROPHONES * HEADPHONES 
Distributed by 

NORTH AMERICAN PHILIPS CORPORATION 
100 East 42 St., New York, N.Y. 10017 


afoow dna refeewt. 
(Our secret sound ingredient.) 


Completely updated Filter, Lighting and 
Lens sections. Data on most recent cam- 
era developments. Complete shooting 
data for Theatrical, Non-theatrical and 
Television cinematographers filming 
16mm, 35mm or 65mm anamorphic or 
spherical motion pictures in any aspect 
ratio, in color or black and white, silent 
or sync-sound, in the studio or on 
location. 


An Official Publication of the 


AMERICAN SOCIETY OF 
CINEMATOGRAPHERS 


Dealers are invited to write for 
quantity discounts. 


FOURTH 
EDITION 


COMPILED AND EDITED BY 
TWO VETERAN CINEMATOGRAPHERS 


CHARLES G. CLARKE, A.S.C. 
and 
WALTER STRENGE, A.S.C. 


This easy-to-carry, pocket-size, concise, book 
contains practical, informative text, tables, 
charts, diagrams, drawings and listings of all the 
latest production equipment and filming tech- 
niques in use today! 


Key word printed on the edge of every right- 
hand page provides INSTANT INDEX for 
quickly locating desired data! 


THE AMERICAN CINEMATOGRAPHER MANUAL 


P.O. BOX 2230 4TH EDITION 
HOLLYWOOD, CALIFORNIA 90028 


Please send________—copies of the AMERICAN CINEMA- 
TOGRAPHER MANUAL @ $17.50each, postpaid. NoC.O.D.s’ 


California residents please remit 6% Sales Tax 
($1.05 per Manual). Foreign Buyers please 
pay by International Money Order or U.S. 
Funds. 
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*notedfor “* 


its perfectly 
balanced 
fluid-action | 
in any ( , 
position — 


* 


THE ABSOLUTE ULTIMATE IN SMOOTHNESS AND VERSATILITY .. » 
Designed by cinematographers@nd motion-picture jneers r@uble-free 
use. The all-new Weaver/ Steadn ar features 
Adjustable Fluid Tension (not dra 


Manufactured by and available from PEARSON PHOTOGRAPHICS 
10530 Burbank Blvd.,; N. Hollywood, Ca. 91601 AC (213) 769-7929. 


ALSO AVAILABLE FROM SELECTED DEALERS ON THE EAST AND WEST COASTS 


aeprrrehe SAMCINE nk. uCALCULATOR 


THERES ALWAYS 


SOMETHING NEW 
AND EXCITING 


A Must for all Fitm Makers 


AT SAMUELSONS 


>>>»): 
SAMUELSON 
FILM SERVICE 
LIMITED 


303/315 Cricklewood Broadway, 
London NW2 6PQ, ENGLAND. 
Tel: (01) 452 8090. Telex: 21430 
Cables: Samcine London. 


»>>>> >) 
SAMUELSON 


ALGA-CINEMA 
SARL 


24/26 Rue Jean Moulin, 


94 Vincennes, Nr. Paris, FRANCE. 


Tel: 328 58 30. Telex: 67260 F 
Cables: Samcine Paris. 


>>>>d; 
SAMUELSON 


Film SERVICE 
AUSTRALIA 
(Pty LIMITED 
166 Willoughby Road, Sydney, 
N.S.W. 2065, AUSTRALIA. 
Tel: 43 3243. Telex: 71 21588 
Cables: Samsmeal Sydney. 


>>>>>>; 
SAMUELSON 
INTERNATIONAL 


Oosteinderweg 261, Aalsmeer, 
Nr. Amsterdam, HOLLAND. 
Tel: 02977 27701. Telex: 14613 
Cables: Samcine Amsterdam. 


303/315 Cricklewood Broadway, 
London NW2 6PQ, ENGLAND. 
Tel: (01) 452 8090. Telex: 14613 
Cables: Samcine London. 


Child 
SAMFREIGHT 


Room 65, Cargo Agent's Building, 


London (Heathrow) Airport, ENGLAN 
Tel: (01) 759 9969/70. Telex: 22197 


Cables: Samfreight London. 


»>>>> >? 
SAMUELSON 
GENOP 
‘Pty LIMITED 


Genop House, 15 Hulbert Road, 
New Centre, Johannesburg, 
SOUTH AFRICA. 

Tel: 836 4275. Telex: 43 6057 
Cables: Genop Johannesburg. 


>>>» >>? 

SAMCINE 
SALES 
LIMITED 


303/315 Cricklewood Broadway, 
London NW2 6PQ, ENGLAND. 
Tel: (01) 452 8090, Telex: 21430 
Cables: Samcine London. 


T.A.MSGUINNESS &CO.LTD. 
Temple House, Temple Road, 
London NW2 6PQ, ENGLAND. 
Tel: (01) 450 4659 (2 lines) 


fA NA VISION Corporation of California Limited 


£18 + £1.44 VAT 
UK pep inc. 
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FOR CAMERAMEN 


DEPTH OF FIELD for any lens from 
9mm to 250mm focal length, for any 
F or T aperture from 1 to 22, for any guage 
of film or picture format from Super 8 to 
35mm Anamorphic, for 3 circles of confusion 
and, for greater accuracy, SEPERATE SCALES 
FOR FIXED FOCAL LENGTH AND ZOOM LENSES. 
EQUIVALENT EXPOSURE for any variation in 
filter, shutter opening (10 - 200°) camera speed (2 - 320 fps) or lighting intensity (3 - 1000 f.c. 30 - 10,000 lux). 
METRIC EQUIVALENTS when lens distances are given in metres and you think in feet and inches, or vice-versa. 
RUNNING TIME How long will a length of film run on 35mm or 16mm cameras? 
PICTURE WIDTH AND HEIGHTWhat lens is required to take in a certain width of scene? 
LENS ANGLE What is the angle of coverage of lenses when used for different film formats? 
COLOUR TEMPERATURE What is the effect on colour temperature when using a different colour conversion 
filter on the camera and on the lighting? 


o. FOR DIRECTORS AND EDITORS 


TIME AND FILM LENGTH How long a scene will run in seconds when shot or shown on 35mm or 16mm, at 24fps 
or 25fps, measured in feet or metres. 
! 


FOR TV DIRECTORS 
LENS ANGLES Focal lengths in millimetres converted to degrees of angle. 


FOR ART DIRECTORS 


FIELD OF VIEW How far a camera must be able to go back to take in a certain width of picture with a certain lens 
and how high the set must be for a given aspect ratio. 


FOR GAFFERS 
COLOUR CORRECTION What effect on colour temperature lighting and window filters have. 


FOR SCRIPT AND CONTINUITY GIRLS 


SCENE DURATION The length of a take in terms of feet or metres when running 16mm or 35mm film at 24fps or 
25fps for a given number of seconds. 


The Samcine MkII Calculator is a totally new aid to film making. It was designed by W.B.Pollard 
(who also designed the Kelly and the Samcine Mk!) and took two years to develop. Patents have been 
applied for in U.K., U.S.A., U.S.S.R., France, Germany, Italy, Japan and other leading film making 
countries. 


EUROPEAN MANAGING ASSOCIATES 
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Discover Single System Sound 


Super-8 Movies 


with the New Beaulieu “5008S” 


For the last 10 years, Super-8 film 
has been “silent”. Without sound, your 
Super-8 movies were “incomplete’’. 

Today, there is “Ektasound”’ film, 
a revolutionary film which provides the 
means to record sound (directly on the 
film) as you’re filming. You, therefore, 
can shoot “complete” movies. 

With the new Beaulieu movie cam- 
era, you will go even further in Super-8. 
The “5008S” benefits from the advan- 
ced technology provided by Beaulieu: 
an image with a professional touch, and 
now sound with a high quality level. 


Professional Sound Quality 


Pop in a new Super-8 sound (“Ekta- 
sound’’) film cartridge. Focus. Then, 
plugin the mike. That’s all the prepara- 
tion you need. With the Beaulieu 
“5008S”, you’re now ready to start 
filming professional quality Super-8 
single system sound movies. 

An amplifier is built into the cam- 
era which records the sound directly 
onto the magnetic stripe of your sound 
film. The camera records high fidelity 
sound, both in treble as well as bass 
(frequency response: 50-12,000 Hz + 
1.5 dB; distortion: less than 0.75%; 
signal-to-noise ratio: 57 dB; wow and 
flutter, attenuated peak: less than 
0.4%). 

The “5008S” modulates the single 
system sound recording automatically. 
However, there is also a “‘manual”’ set- 
ting so that you can modulate the 
sound as you are filming (by using the 
VU meter). 


“XL” (Existing Light) Filming 
Capability 


The “5008S” has “XL” (Existing 
Light) filming capability which is pro- 
vided by: a super-fast lens (f1.2, 
6-80mm Angenieux zoom), a longer 
exposure time for the image (1/40 
second), and a through-the-lens meter- 
ing system that sends 100% of the 
available light to the film. 

Since many of your sound movies 
will be filmed indoors, this feature will 
enable you to shoot films in the avail- 
able light of your scene (whether that 
“ight” is bright or not). 

From the “Widest” Wide Angle 
Shot ... To the “‘Closest” 
Close-Up 

For the lens, Beaulieu turned to 

the professional and technical “know 


how” of Angenieux (which supplies 
NASA for all their space missions). 


Angenieux succeeded in creating a 
new zoom lens that covers all the focal 
lengths from 6-80mm (a 13.3 to 1 
zoom ratio). 

Imagine such a lens in 35mm still 
photography. It would go from a 
35mm wide angle to a 500mm tele. 

In addition, the lens opens to f1.2 
(an unprecedented feature on a zoom 
lens with such a wide focal length 
range). 


New Dolly Shot Style 


The power zoom of the Beaulieu 
“5008S” is continuously variable. You 
can travel the full focal length range in 
4 seconds, or 12 seconds (or any speed 
in between). 


Macrocinematography — Without 
Touching the Subject 


To film macrocinematography with 
the “5008S”, just zoom to 80mm and 
focus. At the minimum focusing dis- 
tance of 2 feet, 8 inches, you get all the 
light available since the lens doesn’t 
actually touch the subject. For exam- 
ple, at this distance, a postage stamp 


(1%” x 1-1/5” in size) completely fills 
the viewfinder (and consequently, the 
screen—when projecting). 


Forget the Exposure 


With the “5008S”, you can concen- 
trate totally on framing and sound 
recording. The diaphragm operates 
automatically and stops instantly at 
the right aperture. (This feature has 
“Manual Override’’.) 


Lens Interchangeability 


The “5008S” is the only single sys- 
tem sound camera with an interchange- 
able lens. It accepts 35mm still photo- 
graphy lenses (by means of an adapter), 
as well as all 16mm “‘C” mount lenses. 

The choice is yours. You can inter- 
change an unlimited amount of differ- 
ent lenses in order to create a certain 
“feeling” or effect in your films. 


For full information on the new 
Beaulieu “SOO8S” Super-8 Single Sys- 
tem Sound Camera, please write to: 
HERVIC CORPORATION 
14225 Ventura Boulevard 
Sherman Oaks, California 91403 


The Beaulieu “5008S” 
Sound Movie Camera 
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FILM AT expo'74 


By HERB A. LIGHTMAN 


SPOKANE, WASHINGTON 


Compared to such spectacles as 
EXPO 67 (Montreal) and EXPO 70 
(Osaka), Spokane’s EXPO 74 is not a 
big World’s Fair, but its dramatic loca- 
tion on the Spokane River (overflowing 
onto an island and straddling a water- 
fall) and the fact that there are many 
interesting things for visitors to see have 
given it a very successful run since its 
May opening. It is expected that the 
Fair’s popularity will draw many more 
visitors up until the closing day, Novem- 
ber 4. 

Like the two previously mentioned 
EXPO’s that preceded it, EXPO 74 leans 
very heavily on audio-visual presenta- 
tions to further its theme: ‘’Celebrating 
tomorrow's fresh new environment.” 
Almost every pavilion features some 
sort of audio-visual production, with the 
main emphasis on film. 

The most stunning cinematic presen- 
tation takes place inside the United 
States Pavilion, the largest and most 
imposing structure at EXPO. The pavil- 
ion combines a translucent white vinyl 
canopy supported by cables and sus- 
pended from a high mast, and a perma- 
nent building of concrete and glass. 


Spokane, Washington does itself proud with a 
lively World’s Fair dedicated to the theme: 
“Celebrating Tomorrow's Fresh New Environment 


Beneath the vast canopy is a three-part 
floor plan which is comprised of (1) a 
specially designed 850-seat theatre, (2) a 
central courtyard for theme exhibits, 
and (3) the Federal Action Center in the 
permanent building. 

Sitting in steep tiers before a 90 by 
65-foot screen, visitors view the spectac- 
ular documentary, “MAN BELONGS 


TO THE EARTH”, produced by Para- 


mount Pictures in the world’s largest 
film format, IMAX. Because of the 
unique design of the theatre and the 
huge size of the screen, the degree of 
audience involvement in the action 
reaches a maximum degree—so much so, 
in fact, that attendants keep on hand 
brooms, absorbent material and other 
supplies needed to cope with occasional 
viewers who develop “‘air sickness’”’ from 
viewing aerial footage of a wild ride 
through the gorge of the Grand Canyon. 


Running this film a close second in 
terms of dramatic impact is the Wash- 
ington State Pavilion’s presentation of 
“ABOUT TIME”, a color motion pic- 
ture backgrounded with an original mus- 
ical score. Using a rear screen projection 
technique, in conjunction with strategic- 
ally-located mirrors, the production sur- 


Aerial view of the site of EXPO ‘74 World’s Fair in Spokane, Washington. In the center of the 
photo is Havermale Island, once a decaying railroad yard. The circular structure is the U.S. 
pavilion. To the left is the International Pavilion housing West Germany and the Republic of the 
Philippines. Above that is the Russian pavilion, the largest foreign exhibitor with 52,000 square 
feet. The upper left hand portion of the picture shows the Washington state pavilion, which will 


4¢ 


rounds the viewer with sight and sound. 
The mirrors, placed along the sides of 
the screen, give the impression of images 
stretching to infinity. 

The film’s theme deals with man’s 
inter-relationship with time and his en- 
vironment. It is presented inside a hand- 
some new structure which houses a 
theatre and an exhibition hall with a 
grand mall in between. When EXPO 74 
closes, this ultra-modern complex will 
remain as a permanent cultural and 
convention center on the south bank of 
the Spokane River. 


The Republic of China Pavilion hous- 
es a 236-seat theater in which visitors 
view an ELECTROVISION presenta- 
tion, ““THE TAIWAN EXPERIENCE”, 
projected by means of 28 Ektagraphic 
slide projectors and three 16mm Pag- 
eant motion picture projectors. These 
are linked by computer into a multi- 
media marriage of sight and sound. The 
resultant audience-involving audio-visual 
experience is presented on a giant screen 
forming an 180-degree viewing angle in 
the theatre. 

Through this spectacular medium are 
depicted the inventions and master- 
pieces of China, the economic develop- 
ment of Taiwan, and the loveliness of a 
region which 16th Century Portuguese 
mariners christened “Illa Formosa’’— 
beautiful island. 

Although the Soviet Union Pavilion 
at EXPO 74 includes none of the 
spectacular formats featured by its 
counterpart at EXPO 70, it is, nonethe- 
less, heavily oriented toward the use of 
film to underscore its theme: ““The Role 
of the Soviet State in the Preservation 
of Nature and Effective Use of Natural 
Resources.” 

The opening stage of a tour of the 
pavilion leads to a panoramic multi- 
screen film presentation—“THE BIO- 
SPHERE”, based on a concept of noted 
Soviet ecologist V.I. Vernadsky. 

The natural beauty that Soviet citi- 
zens seek to preserve is the colorful 
subject of a second film, ““MY SIXTH 
PART OF THE PLANET’’—a scenic 
visit to various regions of the Soviet 


Union. 


Continued on Page 1196 
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“ABOUT TIME” 


What was involved in the making of a different kind 
of ““mini-feature’’ on “‘Man and His Environment” for 
showing in the Washington State Pavilion at EXPO ‘74 


By BOB MARONA 


Producer 


Nothing warms a filmmaker’s heart 
more than the sight of long lines of 
people waiting anxiously to see a film to 
which he and his partner/director have 
dedicated two years of their lives. Hap- 
pily, our latest film is playing to ca- 
pacity crowds at the newest World’s 
Fair, EXPO ‘74. 

Prior to winning this assignment, we 
spent twelve months in an unsuccessful 
attempt to get our first full-length fea- 
ture into the works. I’m not so sure that 
the frustration of that experience didn’t 
play a major role in our approach to 
“ABOUT TIME”, the name of our new 
film for EXPO. 

We wanted to entertain people, to 
motivate them and most of all, we 
wanted to do a feature. So, when the 
State of Washington came to us for a 
concept for their pavilion at EXPO ‘74, 
we strongly recommended a major film 
effort. Ed deMartin, my partner in 
filmmaking, and | were still in a “fea- 
ture” frame of mind, but | don’t believe 
it was a conscious act on our part to 
make a 20-minute feature film, suitable 
for a fair-going audience! Yet, if | had 
to categorize ““ABOUT TIME”, I’d have 
to call it a ‘’mini-feature.”’ 

The central theme for the World 
Exposition, “Man and His Environ- 
ment”, stressing the many facets of 
ecology confronting our world today, is 
a timely theme, and one future outcome 


hoped for by the EXPO Commission is 
that the EXPO site will become a 
permanent meeting center for environ- 
mental study and planning. We reasoned 
that the fair would abound in anti-pollu- 
tion technology and prognostications as 
to what the future holds for planet 
Earth...and so we elected to avoid a 
documentary or an educational ap- 
proach. Instead, we took a less traveled 
road, dealing with a specific aspect of 
“Man and His Environment’’—that of 
man caught in the “time squeeze’’—a 
theme we felt could offer both dramatic 
impact and entertainment value. 

The State of Washington, as the host 
of EXPO ‘74, to be held in Spokane, 
Washington, was most anxious to make 
a very favorable impression, to display 
its largely unspoiled beauty and gran- 
deur for all the world to see. 

The friendly rivalry between Spo- 
kane, the urban center for the eastern 
half of the state, and Seattle, the west- 
ern cultural center, was an added incen- 
tive to the men who conceived the fair. 
They knew that everyone would be 
comparing their efforts to the successful 
“CENTURY 21” Exposition, which 
Seattle hosted in 1962. 

Intensive scouting trips throughout 
the state made it quite evident that 
Washington was, indeed, a microcosm of 
Earth itself, bordered on the entire west 
coast by the ocean, and comprised of 


Artist’s rendering of the striking new Washington State Pavilion at Spokane’s EXPO '74, wherein 
is shown the 20-minute film ‘““ABOUT TIME”. Located on the south bank of the Spokane River 
and including a large auditorium, exhibition hall and 10,800-square-foot open mall, the complex 
will become a permanent cultural and convention center after EXPO closes. 


Wt (ee 
L 


en 


‘ - —— 


many inland streams and lakes, snow- 
capped mountains, desert flats and a 
jungle-like Rain Forest. Tempting as a 
“grand travelogue” was, we averted that 
trap and decided that the versatile 
beauty of the state would be ever- 
present, but as a stage-set background, 
against which a dramatic story would 
unfold. 


BEHIND THE CAMERA 


The screenplay was based on an 
original story by Ed deMartin, who also 
directed the film. In his desire to em- 
phasize the passage of time in the 
limited twenty-minute span allotted to 
the film, a dramatic device was required 
that would seem to span millennia. We 
elected to tell a story with a beginning, 
a middle and an end, confining our 
point-of-view to one aspect of man’s 
struggle with his environment: that of 
his mad dash to ever-compress Time to a 
point where he suffers a time “‘implo- 
sion’. .. where time can be compressed 
no longer, without devastating results. 
(The frightening implications of this 
phenomenon were dramatically pre- 
sented in Alvin Toffler’s book, “Future 
Shock”.) 

To compress time in our film we 
chose to show the cycle of development 
of a new-born baby growing to matu- 
rity. Her life is portrayed against that of 
the other main “character” in the film, 


(ABOUT THE AUTHOR: Co-founder of de- 
Martin-Marona & Associates, Bob Marona 
trained as an industrial designer. The firm 
offers a “total communications” philosophy— 
that is, all creative services under one roof. At 
EXPO ‘°67, in Montreal, they designed the 
pavilion and multi-media presentation for the 
Canadian-Pacific Pavilion. 

Five years ago, Marona and Ed deMartin, 
who directs most of the company’s films, 
caught the film making “bug.” They have, in 
that short time span, produced an impressive 
list of special category films and documen- 
taries, for which they’ve received several 
major awards, here and abroad. 

Their latest production to date is a 
$500,000 film for the State of Washington, 
which premiered at EXPO ’74 in Spokane, on 
May 5th. 


They refer to this effort as a “mini-fea- 
ture’, which has whetted their appetites to 
produce a full-length feature.) 
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Schematic view diagrams of the Washington State Pavilion interior, showing relationship of rear-projection screen to mirrored walls and audience. 


Network of ramps running through 


an ancient tree which, we imply, has 
been there before man was present on 
earth. The contrast between the two 
would become a vital vehicle through 
which the message of the film would be 
established. The tree selected, after 
many months of searching the entire 
state of Washington, was in fact, “only” 
300-400 years old, with a spread of 125 
feet and a trunk circumference in excess 
of 24 feet. It is a Big Leaf Maple (Acer 
Macrophyllm), which lives in Friday 
Harbor, in the San Juan Islands. It 
projected all of the strength, character 
and mystique that “Jessica”, the little 


girl in our story, believed was “‘the place 
where God lived.”’ 


The five girls chosen to play Jessica, 
the central character of the story, in 
various stages of growth were, as were 
all main characters, selected from some 
500 cast candidates interviewed, all resi- 
dents of the State of Washington. 

“ABOUT TIME”, then, is concerned 
with Man and Earth. It is structured in 
three sequential “time cycles’, or acts. 
Here is a brief outline of the film 
treatment: 


“Before Time” (Time Cycle one) 


“inside garden” conducts audience up to the three vertical viewing tiers. 


“The intention of this segment was 
to create an impression of nature before 
humanity. The mood, one of mystery 
and beauty, moves with the basic flow 
of early life forms—from water, inland. 
We imply that Nature came first, and 
that it holds answers to timeless ques- 
tions Man is not yet here to ask. This 
First Act ends by establishing an im- 
portant, specific, physical presence: one 
of Nature’s finest creations. . . a magni- 
ficent, ageless Tree. The tree is a signifi- 
cant story element: it is the focal point 
of our movie. It is both a physical 
Continued on Page 1184 


(LEFT) The Presentation Theatre, as seen from the projection booth during construction, with rear-projection screen not in place. Shown are the 
three viewing tiers and mirrored side walls. (RIGHT) The projection booth stands 40 feet tall and, because it was placed over the main doorway for 
bringing in large exhibits, it was built on a large dolly and rolled into position just prior to the opening of the Fair. 


“WAN BELONGS WO THE TAR 


Under a soaring white canopy: wisdom from an Indian chief about the 
human condition, and a stunning film in the world’s largest format 


THE STRUCTURE 


Dedicated to the theme “Man and 
Nature, One and Indivisible’’, the 
United States Pavilion uses graceful, 
flowing forms to harmonize with the 
surrounding terrain. A soft shell canopy 
rises as the visual extension of two 
earth-covered structures facing each 
other across an open-air courtyard. The 
complex thus appears to grow naturally 
out of the ground. The open roof design 
and wide, sweeping archways allow 
fresh air and sunshine inside the Pavil- 


ion, where natural vegetation further © 


enhances the  outdoor-indoor 


atmosphere. 

The translucent vinyl fabric shelter- 
ing the exhibit is large enough to cover 
nearly two football fields. It is hung 
from a 4.6-mile network of cable sus- 
pended from a tilted 145-foot mast and 
a steel ring measuring 52 feet in dia- 
meter and 6 feet in height. Total weight 
of the mast, ring, and cable system is 
about 160 tons. - 


Beneath the canopy, exhibits are 
presented in three distinct but themat- 


ically related areas: an 877-seat theatre, 
an exhibit garden, and a striking con- 
crete and glass structure designed to 
remain permanently after the Fair 
closes. 


THE ENVIRONMENTAL’ PROB- 
LEM AREA shows that each of us has a 
vital stake in the environmental issues 
facing us today. A spectacular film 
produced by Pararnount Pictures and 
the IMAX Multiscreen Corporation 
dramatizes the scope and complexity of 
these problems. 

THE ENVIRONMENTAL CON- 
SUMER AREA brings the same issues 
down to the individual level in a pleas- 
ant open-air courtyard. Oversized ex- 
hibits illustrate, and in some cases Cari- 
cature, how the average American af- 
fects six aspects of the environment: 
water, energy, air pollution, wood prod- 
ucts, solid waste, and pesticides. Related 
graphics and panels delve more deeply 
into the issues and suggest alternatives 
for the future. 


iets ENVIRONMENTAL ACTION 
CENTER AREA presents a_ progress 


report on environmental legislation en- 
acted by federal, state, and local govern- 
ments. Visitors, now realizing that both 
individual initiative and government in- 
novation are needed to overcome the 
problems facing us, are encouraged to 
become actively involved in finding 
solutions. 


THE FILM 


Entitled “MAN BELONGS TO THE 
EARTH”, the film contrasts scenes of 
this land’s overwhelming beauty with 
examples of the pollution we create and 


_live with, to show the direction we have 


been taking and dramatize the need to 
correct our abuses of nature. 

The title of the film is drawn from a 
speech made by Chief Seattle of the 
Suquamish Tribe when the Federal Gov- 
ernment offered to purchase his tribal 
lands in 1854. The words were chosen 
because they epitomize the attitude of 
our country’s first environmentalists, 
the American Indians, and suggest that 
we should return to this way of think- 
ing. 

Continued on Page 1200 


The United States Pavilion at Spokane’s EXPO ‘74 is the largest and most prominent structure at the 
Fair. A soft-shell canopy rises as a visual extension of two earth-covered structures facing each other 
across an open-air courtyard full of striking exhibits. Inside an 877-seat theatre, audiences view a film 
in the huge IMAX format: ““MAN BELONGS TO THE EARTH”, produced by Paramount Pictures. 


(LEFT) At night, the United States Pavilion adds a 

warm glow to the panorama of Spokane’s World's 

Fair. (RIGHT) Totem poles of Indian tribes of 

America’s great Northwest stand below a quotation 

from Chief Seattle of the Suquamish tribe: “THE 

EARTH DOES NOT BELONG TO MAN. MAN 

BELONGS TO THE EARTH”. Inside the Pavilion 

w is a life-size figure of the Chief, onto the face of 

4 which—and in precisely exact size—is projected a 

motion picture of the features of a man, as he 

delivers a lengthy statement on the sanctity of the 
environment. 


(LEFT ABOVE) Projectionist tends the unique 
IMAX projector in the United States Pavilion. The 
theme film is being projected from the top pair of 
horizontal reels, while another print is being 
simultaneously rewound on the lower pair. (BE- 
LOW) Audiences sit enthralled in the 877-seat 
theatre, as the powerful film surrounds and in- 
volves them. (RIGHT) An image of Chief Dan 
George fills the huge (90 x 65-foot) IMAX screen 
in the theatre. 


Shown in actual size are selected frames from “MAN BELONGS TO THE EARTH”. The IMAX frame is 15 perforations wide on 70mm film. The 
picture is projected horizontally by means of a unique projector that rolls the film through in waves and makes possible the steady presentation of a 
huge image that is sharp and clear. 
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“THE TAIWAN EXPERIENCE” 


A spectacular 26-minute multi-media presentation 
utilizes sophisticated technology to tell the 
colorful story of a country and its people 


By TOM SULLIVAN 


The fascinating multi-media show 
which is presented inside the 235-seat 
theatre of the Republic of China Pavil- 
ion runs so smoothly and effectively 
that audiences never suspect how much 
time, money and technical know-how 
went into it. 

The result is a credit to 30-year-old 
producer Gregor Greig and his equally 
young team from San Francisco. Greig 
is a veteran of the large expositions. He 
worked first at Montreal in 1967, then 
at Hemisfair in San Antonio a year later, 
and in 1970 at the giant exposition in 
Osaka, Japan. 

Of his past working experiences, 
Greig says: “Like most others in the 
professional movie field, we've often 
had to cut corners, trying to get the job 
done on time and within budget. But 
not in this case. 

“We had ample time, a satisfactory 
budget and full cooperation and total 
artistic freedom from our Chinese spon- 
sors. There is no compromise on that 
screen. What we set out to do was 
done.” 

As a result, he was able to put more 
separate units of equipment into the 
presentation than perhaps anyone else 
before him, using the latest Electroson- 


ics 2005 switching unit from England 
and pushing to the hilt its capacity for 
five different dissolve rates plus super- 
imposition. 

Though the 74-foot screen presented 
an unbroken face to the audience, the 
bank of slide projectors was set up so 
that seven equal images of 10% by 10% 
feet are formed across its width, with 
four Kodak Ektagraphic carousels as- 
signed to each panel and seven more 
Sawyers used for special effects and 
kaleidoscopic overlays. 

Greig, his wife, Kathy, who acted as 
production assistant; Canadian cinema- 
tographer Richard Laier, and still pho- 
tographer Roger Archey made two trips 
to Taiwan gathering material, with 
Archey making a staggering 10,000 Ek- 
tachromes with a pair of Hasselblads. 

Laier used a modified Arri 2C that 
produced an image ratio of 3 to 1 from 
sprocket holes to sprocket holes, even 
on the area where the sound track 
would normally be. 

“That posed a printing problem,” 
Greig said, ‘“‘but Joe Lee and his crew at 
Consolidated Film Industries saw us 
through to a release print that included 
16mm images printed either singly or 
three side-by-side in that three-to-one 


frame, which turned out to have the 
same height as a 16mm normal picture.” 

A lens formula was worked out for 
the movie projector so that the full 
3-to-1 ratio would cover three of the 
10%-foot areas on the screen, and when 
the 16mm images were up, each would 
fill one of those panels. 

Movies and slides were blended so 
smoothly that many viewers must have 
lost track and credited most of the 
presentation with movement. To en- 
hance that effect, Greig used a pano- 
rama camera that produced transparen- 
cies seven inches wide, and mounted 
them carefully in three separate slides so 
that a broad, continuous image was 
created from three projectors. 

Or a scene might open with one slide 
and add the other two in the direction 
of the key feature of its composition. 

Greig obtained a further dramatic 
effect by using point sources of colored 
light behind the screen at the center of 
projected images of fireworks or neon 
lit streets to give unusually bright high- 
lights. 

Because the equipment to be used 
would require super slides rather than 
the 2% by 2% transparencies produced 
by the Hasselblads, Ted Iserman, Media 


(LEFT) Gregor Greig, producer of the Electrovision production, ‘““THE TAIWAN EXPERIENCE”, featured in the Republic of China Pavilion at 
EXPO ‘74, shown with the panorama still-camera used for multi-screen pans. (RIGHT) Director John Cavala programming the show in San 
Francisco. Programming the multi-projector show was one of the most intricate and time-consuming phases of the project. It was completed in a 


record five days. 
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(LEFT) Editor Roger Archey and Designer Charles Frazier select stills shot by a panorama camera. Every photograph used in the show was a 2% x 
2% or larger transparency and quality was maintained by reducing from the original. (RIGHT) Technician mounting slide duplicates. All mounting 


was done in glass, using ‘‘Wess’’ mounts. Duplication of slides was done by means of a Forox camera. 


Generalists’ lab manager, used a modi- 
fied E4 process to obtain a slightly 
lower contrast than Ektachrome_ nor- 
mally delivers, and once the slides for 
the show had been chosen and locked in 
to the story board of designer Ted 
Frazier, they were duplicated to the 
smaller size on a Forox camera and put 
in Wess mounts. 

The quality remained intact through 
this process so that it was difficult to 
believe that no original material was 
used at any time in the 26-minute show. 

As Frazier formulated the sequences 
on the story board, with narration, 
sound effects and music listed below 
each panel, he decided images of ancient 
Chinese art would show up best in 
lithograph form so they were copied on 
Kodalith and often used as overlays, as 
were amazingly varied kaleidoscope 
slides from the special effects pro- 
jectors. 

John Cavala, director and sound engi- 
neer, put together the track, adding a 
final dramatic touch with a delay on 
narrator Robin King’s voice in certain 
places so that it appeared to trail off 
from the three primary speakers be- 
neath the screen to others along the 
walls. 

Despite the complexity of the setup, 
once Cavala locked all the signals for the 
switcher into a half-inch tape on a 
four-track Ampex, one person was able 
to run the show. Greig stayed on in 
Spokane for a month training the Chi- 
nese personnel, and from that point 
they took over. 

Media Generalists were sub-contrac- 
tors to Electrovision, Inc., who put the 
Chinese exhibit together after Brooks- 
Hensley-Creager, a Spokane architectur- 
al firm, built the pavilion. a 


BEHIND THE SCENES OF 
“THE TAIWAN EXPERIENCE” 
By ROGER ARCHEY 

Media Generalists, San Francisco 


The “TAIWAN EXPERIENCE” is a 
spectacular 26-minute multi-media pres- 
entation which is the focal point of the 
Republic of China’s pavilion at EXPO 
‘74. The show utilizes 28 Carousel 
projectors, a 3:1 wide-screen 35mm 
film, rear screen lighting effects, an 
“envelopmental’’ surround sound sys- 
tem, and a dazzling array of special 
effects devices. It’s controlled by a small 
digital computer system, and is shown 
on a 70 foot wide screen. It represents a 
prime example of the communications 
and entertainment possibilities available 
in multi-media when designed around 
“state of the art’’ production and equip- 
ment technology. 

Electrovision Productions, Inc. and 
Media Generalists of San Francisco were 
given the task of producing the show for 
the Republic of China (Taiwan). Elec- 
trovision, which has produced such 
multi-media shows as the San Francisco, 
Hawaii, and New York Experiences, was 
contacted by the government of Taiwan 
to tell their story to the fair-going 
audience. Electrovision, in turn, selected 
Media Generalists to produce, engineer, 
and install the show in the theater at the 
fair site. 

Time was a key factor from the start. 
There were only nine months from 
contract signing to the delivery of a 
finished product; our responsibility in- 
cluded theater design and installation 
with an April 1 delivery date for the 
production. 

After tentative budget breakdowns 


were prepared a creative team of pro- 
ducer, writer, and designer travelled to 
Taiwan to scout locations and gather 
information. Two weeks on location 
gave us enough material to produce a 
first script. Needless to say, there was a 
great deal of distance between the Gov- 
ernment Information offices on Taiwan 
and the media-conscious American fair- 
goers. Thus, the writing and eventual 
approval of the script required consider- 
ably more give and take than usual. The 
final script was a satisfactory compro- 
mise that covered the information that 
the Chinese believed necessary, while 
maintaining a light, entertaining, non- 
political attitude. We spent August and 
September working out the format of 
Continued on Page 1194 


Lab technician Pat Johnson processing 46mm 
slide-film in custom-made developing tank. 
Unusual format required special lab equip- 
ment. 
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AUDIO SERVICES CO. offers five really big-little items 
in its audio system line. They are designed to get you in 
and on camera while the other guys are still unloading 
and tripping over themselves and their equipment. Take 
for instance the DIGITAL BLOOP SLATE- Model AS-2 

It has big 1’* numerals in a bright, daylight display, 

count up, down or hold, automatically activates crystal.- 
Model AS-3 has built in microphone for slate information. 


If you are budget concious and tired of lugging 
around extra recording equipment, we've figured out a 
way to give you up to twice the recording time on your 
Nagra recorder with our 7° REEL COVER (with the 
cover closed ), and while we‘re on the subject, we have 
a CRYSTAL SYNC for Nagra III and IV owners that is 
installed in the recorder with no external cables, is 
compatible with all camera crystal motors and is very 
accurate (10 ppm). 


How about our MODULAR MIXER.- about the size of 
a king size cigarette pack, with 3- mic inputs, V.U. meter, 
line level and microphone level outputs, roll-off filters, 
thumb operated controls and continuous 60 hour battery 
operation. 


Or, our PLAYBACK AMPLIFIER, completely self 
contained and portable, Has a full eight watts of power, 
internal Nicad battery and charger, extremely low noise 
and distortion. 


If any or all of these items interest you, you may order 
or obtain further information regarding specifactions and 
pricing from: 


i | AUDIO SERVICES © 


AND SALES CENTER INC, 
969 FIFTH AVE, NEW YOIRK, 
OO (212) 972-0825 
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“MOTHER EARTH, FATHER SAY ™ 


By JOHN HOLMSTROM 


Producer/Director 


As a film maker with Ford Motor 
Company people usually respond to me 
in one of two ways: “Oh, you do those 
commercials with the big Cougar on top 
of the car?”’ Or, ““How many of those 
hi-speed films of test cars crashing into 
walls do you shoot?” | don’t do either, 
because commercials are shot by ad 
agencies and crashes by engineering 
photographers. My assignments have, in 
the eight years | have worked with Ford 
public relations, included producing, 
writing, directing, filming, and editing 
auto racing, travel, documentary, news, 
marketing, and educational motion pic- 
tures. | have been in most of the United 
States, traveled Europe, Africa, Mexico, 
Canada, and the Middle East and filmed 
from cars (Ford, of course), helicopters, 
airplanes, race cars, tanks, camels, 
motorcycles, horses, shopping. carts, 
motorboats, and inner tubes. | dropped 
a Bolex cover plate in the river Seine, 
was shot at in Copenhagen, lost in 
Mexico, filmed an animal sacrifice in 


Assignment to make a film for the Ford Pavilion at 
EXPO ‘74 becomes a labor of love, as imaginative 
techniques are used to visualize the joy of living 


Africa, and recently completed a film 
maker’s dream assignment, a film for 
the Spokane World's Fair. 


When Ford committed to participat- | 


ing in the Fair, their exhibit plans 


included a film theater where they | 


wanted a short film compatible with 
their overall theme, “Celebrating To- 
morrow’s Fresh New Environment”. A\l- 
though the budget for the twelve- 
minute film could be considered mini- 
mal in light of a minute commercial, the 
production had to concern itself with 
the joy of outdoor living. My depart- 
ment, Film and Electronic Communica- 
tions, was assigned the production. 
Conversation with my boss, Johna 
Pepper, indicated that there really 
wasn’t a script or definite story line. | 
was strictly on my own. My responsi- 
bility was to produce, write, direct, 
shoot, and edit a twelve-minute film 
that would be shown to millions of 
viewers at the World’s Fair. Due to 
budget. considerations, | decided to 


Zack Kreiger (right) points microphone to record sound on Arizona’s Salt River near Phoenix, as 
John Holmstrom hand-holds Bell & Howell camera while floating in inner tube. His subjects, 
three Arizona high school students, were reluctant to enter the December-chilled water until the 


cameraman shamed them into it by going in first. 
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shoot in 16mm and blow the final cut 
to 35mm. My main production assist- 
ance came from Zack Kreiger, head of 
Chronicle Films in Virginia. Zack, an all 
around film-maker and good friend, 
assisted me in the sync sound shooting 
sequences, sound recording, and as my 
patient assistant. 

During the six months | devoted to 
the film | found myself shooting with a 
Bell and Howell DR (which | purchased 
in 1960 used for $125.00; it’s been in 
Japan, Africa, Europe, etc; the perfect 
back-up silent camera for me), an Arri- 
flex BL, Eclair ACL, Arri S, plus a 
Photosconics and a Mitchell for 400- 
frame sequences. Locations were in 
Washington, D.C., New Mexico, Ari- 
zona, California, Florida, Michigan, and 
New York. Over 30,000 feet of Ekta- 
chrome Commercial was shot, and hours 
of sound were recorded by Zack Kreiger 
as well as Laguna Beach’s Chuck Everts, 
a former Philco-Ford colleague and 
present day freelancer. Don Renn of 
Key Biscayne, Florida provided me with 
the film’s underwater views which we 
shot at John Pennekamp Coral Reef 
State Park in Florida. 

An early visit to Cinema Research in 
Hollywood indicated that a blow-up 
from 16mm to 35mm with a 1:85 to 1 
ratio was possible. My final wide-screen 
35mm image resulted from cropping top 
and/or bottom of my 16mm frame to 
fit the desired format. As | filmed, | 
remembered that | would lose part of 
my 16mm format. 

The first month was spent in re- 
search. | decided that some portion of 
my film would include “‘old time views”’ 
of outdoor enjoyment and activities. 
This led to the National Archives in 
Washington, D.C. where | spent several 
days poring over old black and white 
footage. | eventually decided on footage 
of older women in long dresses moun- 
tain-climbing, two men camping with a 
Model T ford, and feeble, early attempts 
at water skiiing. This footage, | felt, 
would serve as a lead-in to more con- 
temporary activities such as ballooning 
and_ frisbee-throwing. More research 
yielded a book of ancient Indian poems, 
one of which was written by an un- 
known Tewa Indian. “Song of the Sky 


Loom” was the title and the poem 
‘included the words ‘“‘mother earth, 
father sky”, and when | checked the 
copyright in the Library of Congress 
and found it to be in public domain, | 
knew | had the title to my film. 

My decision to use the poem led me 
to Espanola, New Mexico and the home 
of Juan Chavarria, a Tewa Indian from 
the Santa Clara Pueblo. Juan recited the 
poem for me and | filmed a close-up of 
his profile in silhouette using an ACL 
and a 200mm Angenieux lens. As Juan 
spoke the words of the poem, | eventu- 
ally had Cinema Research’s Craig Dennis 
optically dissolve into the darkened 
silhouette area of Juan’s head, pastoral 
views of sunsets, lakes, deserts, grass and 
rain, which visually matched the verbal 
content of the spoken poem. Juan was 
also. filmed walking across the New 
Mexico terrain. He wore his father-in- 
law’s 100-year-old buckskin jacket, and 
the clear sky and patches of snow 
provided a fitting background for this 
gentle man of the earth. 

To contrast with my footage of 
yesteryear’s outdoor activities, | decided 
to film in New York City’s Central Park. 
| obtained the necessary permit :.to film 
in the park through the office set up by 
the mayor. The permit is free, takes 
only minutes to obtain if you are a 
professional film-maker, and saves lots 
of time. Utilizing an Arriflex BL we 
shot “‘talking heads’”’ of people in the 
park commenting about their concept 
of outdoor life. In the final film | split 
the screen for these comments and on 
the main portion of the picture | would 
match visually what the person was 
talking about in terms of their particular 
appreciation of the outdoors. 

Of the 15 or 20 New Yorkers we 
approached and filmed in the park we 
had only one turndown, a good average 
attributable to production assistant 
Judy Owen's winning smile and persua- 
siveness in obtaining releases. Thanks to 
our permit, .we were allowed to take 
Zack’s truck and our equipment any- 
place in the park, which was normally 
closed to vehicles on Sunday. 

The Central Park footage led into a 
sequence of hikers in the Grand 
Canyon. My “actors”, a young, color- 
fully-garbed couple from Germany who 
were traveling across the United States 
by bus, were snared in a parking lot on 
top of the canyon. When | told them | 
had a helicopter and was heading deep 
into the floor of the Canyon to film at 
the fabled Havasupai Indian reservation, 
they unhesitatingly agreed to perform as 
hikers! 

Three young black Arizona high 
school students were my eager per- 
formers for a sequence on river inner- 


tubing. Eager, that is, until they entered 
the December chilled water! | shamed 
them into the cold water as | entered it 
a number of times very casually, grin- 
ning as my body twitched in protest, and 
they soon followed, figuring that if an 
aging cameraman didn’t complain, they 
certainly weren’t going to! The day 
ended with Zack in one tube, guiding 
one of the youngsters in another, and 
me, Bell and Howell in hand on a third 
tube, filming the boy hurtling down the 
river with all of us shivering and twitch- 
ing from the cold water. 

| have been constantly refreshed dur- 
ing my variety of film-making efforts 
over the years to continually find peo- 
ple who go so far out of their way to 
provide me what | need for a shot. Such 
a person was Rusty Gant of Wicken- 
burg, Arizona’s Rancho de los Caballe- 
ros. When | expressed an interest in 
shooting a chuckwagon breakfast on the 
desert, gracious Rusty trotted out his 
full complement of young’ ranch 
workers, a chuckwagon, numerous 
horses, several youngsters, some 
leathery cowboys, plus a full spread of 
bacon, eggs, toast, and steaming coffee! 


Filming a low-angle shot of Juan Chavarria, a 
Tewa Indian from the Santa Clara Pueblo. For 
the film, Chavarria recited an ancient Indian 
poem, “Song of the Sky Loom”. 


In a demonstration of cinematic derring-do, the author rides behind 13-year-old Chery! Checcini 
as she drives her motorbike through the woods. In order to film closeup of her features during 
the bumpy ride, he holds the Arriflex alongside her face with one hand, while balancing himself 
with the other hand and gripping the bike with both knees. 


© 


Filming at the foot of spectacular 200-foot- 
high Mooney Falls in Havasu Canyon, beauti- 
ful reservation of the Havasupai Indians. 


SKY” is the frisbee sequence. It starts 
with a frisbee being thrown at the 
beach, then it arches into the air and 
lands on the desert where two Mexican 
boys exchange it. As one throws the 
frisbee, my low-angle Arri S shot a rear 
view of the arm arching out in front of 
the 10mm lens. Then | cut to an 
on-board view of the frisbee hurtling 
towards the other boy. Actually, the 
frisbee was on board the camera. Using 
a 5.9mm fish-eye lens | hung the frisbee 
over the top of the lens; through the 
viewfinder | could see about 1/4 of the 
frisbee on top of the frame. | then put 
one hand on top of the fresbee and the 
other underneath the camera and ran 
towards the boy “catching” the frisbee. 
As | approached him he reached out to 
the camera and plucked the frisbee off. 
My job was to run fast, keep the camera 
steady, watch the catcher, and not fall 
flat on my face. After three or four 
takes, | decided to give the boys a rest, 
as | didn’t want to wear them out. Also 
the perspiration spilling into my eyes 
prevented me from seeing! The frisbee 


then glides down to my 16-year-old 
niece Debbie, standing in front of the 
George Washington Memorial in Wash- 
ington, D.C. After several exchanges 
with her friend Diane, the frisbee ends 
up back on the beach, skimming over 
the fingertips of a young lady as she 
jumps up. | then optically froze her in 
mid-air, suspended there just as the last 
note of the sound track sounds. 

The sequence of the children playing 
in the fall leaves featured a 400-frame 
shot of a beautiful little blonde boy, 
arching up against the sky, out of a 
mound of leaves his little friends had 
buried him under. To get a clear sky 
background for the high-speed sequence 
we placed the boy and the leaves on a 
4-foot-high table and the Mitchell cam- 
era on a hi-hat on the ground, shooting 
directly into the sun with a 10mm lens. 
The final view shows the boy leaping 
directly in front of the sun, and the 
leaves slowly spilling around him. | used 
two reflectors and a quartzlight to fill in 
this backlit scene. This simple shot of a 
Continued on Page 1228 


Johna Pepper, Manager of the Ford Motor Company’s Film and Electronic Communications 
Department, looks on while John Holmstrom works at three-picture-head KEM editing console. 
He found this equipment ideal for cutting his film, due to occasional use of multi-image and the 
capability of using two sound heads as he edited. Editing of the 12-minute film took six weeks. 


All at 6 a.m. in the morning! Although | 
have always made it a practice not to 
get carried away with commercials in 
film | must admit that when | edited 
this sequence | included a shot of two 
little boys eating their breakfast atop 
the chuckwagon. There just happened 
to be lettered on the wagon near the 
boys the name of the ranch. Thanks 
again, Rusty! 

As the shooting progressed, my con- 
cept of the film resolved itself into a 
free form view of people’s attitudes 
about the outdoor experience and how 
they personally felt about it. The film, 
in reality, would fit together on the 
editing table. As | shot | kept in mind 
that the human experience was what | 
wanted. With this in mind | approached 
Bob Moline, a performer and song 
writer on World Harvest Records in 
Hollywood. We had shared many good 
times when | lived in California but | 
never had the opportunity to utilize 
Bob’s ample writing and singing abilities 
in a Ford film. | gave him a list of 
subject matter that | had or would film 
and he set about composing a song. The 
result, “The Feel of Freedom”, wraps 
up the film and was shot in sync in the 
late afternoon at Newport Beach, Cali- 
fornia, during a beach party marsh- 
mallow roast. 

Perhaps the most commented-on por- 
tion of “MOTHER EARTH, FATHER 
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YOUR INVITED TO THE 
GRAND OPENING OF THE NEW 


: Y = 


EQUIPMENT FOR CREATIVE FILMAKERS 


Colburn’s new services... 
new equipment... 

all designed to 

serve you better. 


Big things have been happening lately 

at Colburn Film Laboratory. 

We’ve been busy acquiring the most 

sophisticated equipment . . . equipment that 

permits in-house processing of 16mm 

high-speed Ektachrome original film and 

print film . . . a new J-Mod galvanometer that 

assures the finest optical sound tracks . . . 

a new liquid gate printer . . . new printer 

conversions that permit multiple length effects . . . 
and more, much more. If you haven’t worked with us lately, 
we invite you to come see for yourself how Colburn 
can make your life easier and your productions better. 
We’re putting the fun back into film-making. 
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@/®\4, GEO. W. COLBURN LABORATORY, INC. 


164 N. WACKER DRIVE * CHICAGO, ILL. 60606 * 312/332-6286 


COMPLETE LABORATORY SERVICE FOR 16MM/ EDITING / RECORDING / WORK PRINTING / SUPER 8, 8MM & 16MM RELEASE PRINTING / TITLING / 35MM SLIDE &. FILMSTRIP SERVICE 


EDITING 
PROBLEMS 
COME IN 
3 SIZES. 


_ Moviola M- 84 2-Plate ee Console. 
_ 16mm composite optical/ magnetic picture 
head, 0-240 fos forward or © 
reverse, digital counter. 
_ Masters to M-85 andM-7 
with servo-tach system. 


changesbie Can 35 
for second set of plates; 0-2. for 
or reverse, se counter. Multi-track 


LARGE  - 

Moviola M-77 6-Plate Editing Console. 16mm 

_Somposie optical/ magnetic picture head: two 
sets of sound heads (16 or 35m 

interchangeable modules 

0-240 fps forward or reverse, digital 


counter. Extensive mixing capa— > 


bilities. Masters to M-84 or M-85_ 
with servo-tach system. 


CAMERA MART od} 


THE CAMERA MART, INC. 
New York, N.Y.10019 (212) 757-6977 


- SALES « RENTALS ¢ LONG-TERM LEASES — 


New KEM Rapic-S six-plate: 


2 


It doesn 


trun you 


. You run it. 


35mm, 16mm and Super 8. 


You do the editing, not the machine. 
The KEM stays out of your way. Its simple 
controls free you to think creatively. 


y our editing machine 
must give you 
sound speed. But for frame- 
by-frame viewing and to hear 
sound modulations, you also 
need variable speeds from 3 to 
24 fps. For fast scanning of 
dialog and action, maybe 24 
to 60 fps. And high speed, for 
rewinding in sync. 
One Control Simplicity 
The KEM gives you 
all that with one Control 
Lever. Plus an Instant Stop 
button on that lever. Instant 
stops, at any speed. 


: ve » 
All Within Easy Reach 
The Rapid-S is only 
42 inches wide. The picture 
transport is the one furthest 
from you. Its core spindle is 
only 26 inches from the 
table’s front. No stretching. 
Easy Manual Inching 
Big, handy inching 


ONE CONTROL LEVER DOES IT ALL. 


Infinitely variable speeds, forward 
and reverse. Move lever to right, film goes 
to right. To left, film goes to left. 


In picture 1 above, 
the Control Lever is at Stop. 
In picture 2, it’s moving the 
film and/or tracks to the 
right, somewhere between 3 
and 24 frames per second. In 
3, the film is going right (for- 
ward) at 24 frames per sec- 


ond. In 4, it’s going right at 
more than 24 frames per sec- 
ond. The more you move the 
Lever, the faster things go. 
Moving the lever to the left, 
the same thing happens in re- 
verse. Logical and easy. You 
don’t have to think about it. 


FIND OUT MORE — MAIL THE COUPON 


me Oe Oe ee ee 
Please tell me more about the Rapid-S 


e@oeoevoevoeeveeeee eee eee 


oe. tee | ee 


. Lee STATE 3. occveretetereleiercicvele cic 


Simple, Logical 

Control Layout. 
The three buttons at left 
are interlock controls. 
Front button for front 
plates, center one for cen- 
ter plates, rear one for 
rear plates. Logical. All 
are independent. But all 
can be run by the 
recessed Master Control 
in the circle next to them. 


3 Frame Counters 
Each transport 
has its own frame count- 
er, independent of the 
others — or interlockable, 
of course. The Rapid-S is 
like a super synchronizer. 


Big, Bright Picture 

With KEM’s optics, 
you can clearly distinguish 
one frame from another. The 
image stays as bright on 
freeze-frame. Heat filter. 
Image area on screen meas- 
ures 8% x 11% inches. 


High Fidelity Sound 
The sound is fantas- 
tic — full and brilliant. You 
can play it really loud, for the 
feel of what it will be like in 
the theater. And whatever’s 
on your track, you'll hear it. 
Engineering Quality 
Just as an example: 
ball bearings on every moving 
part. German precision. No 
plastic anywhere. Modular 
electronics. Simple, therefore 
reliable. When you’re check- 
ing out the other editing 
machines, ask to look inside. 
Then look at the KEM. 


Eastern United States: 


MM Editing Systems Inc. 
321 West 44th Street, New York 
New York 10036 (212) 582-1681 


Western United States: 
KEM Editing Systems Inc. 
6253 Hollywood Bivd, ere 
California 90028 (213) 461-4143 


If you have a little money to spare 
you can buy a kid breakfast for a year. 


If you have a lot of money to spare 


you can buy him a home. 


For 17 years, WAIF, the Chil- 
dren’s Division of International 
Social Service, has been providing 
homes for homeless children 
throughout the world. 

We’ve arranged for their 
adoption and foster care, settled 
custody or guardianship problems 
and reunited many with their fami- 


lies after long periods of separation. 


We want to continue doing 
this. And we can. With a little help 
from you. 

Just $10 can buy breakfast 
for 8 months for a pre-schooler in 
Venezuela. 


$25 will provide English lan- 


guage lessons and counseling for 
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a refugee child coming to the U.S. 
from Hong Kong. 

$150 will reunite a Mexican- 
American family separated by im- 
migration problems. 

$240 will pay for a year’s 
foster care for a Vietnamese baby. 

And $500 will find a home in 
the U.S. for a rejected Korean 
child. 

-Your contribution, no matter 
what its size, will help make life a 
whole lot happier for one of these 
children somewhere in the world. 

Send your donations to VAIF, 
Box 2004, N. Y., N. Y. 10017. 

All gifts are deductible from 
U.S. income tax. 
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PUTTING A DOG’S POINT OF VIEW ON FILM 


-In filming “BENJI”, cinematographer does gymnastics to capture the 
point-of-view of lead character who stands only a foot-and-a-half tall 


By DON REDDY 
Director of Photography 


“BENJI” is indeed a unique film. 
Unique to watch (thank goodness) but 
even more unique to help create. . . es- 
pecially from a photographic stand- 
point. 

Most dog movies are films about dogs 
from a_people’s point-of-view, but 
“BENJI” is a film about people from a 
dog's point-of-view... all played en- 
tirely ‘for real’’ without any gimmicky 
talking dogs or voice-over narration. 

This posed all sorts of strange prob- 
lems, especially when you consider that 
the dog in question only stands about a 


This shaggy character, whose real name is 
Higgins, plays the title role in “BENJI”, first 
feature by Mulberry Square Productions of 
Dallas. 


foot-and-a-half tall. My assistant, Jim 
Etheridge, and | spent the better part of 
three months lying on floors, crunched 
up in corners, and in general learning 
how things looked (and felt) from a 
dog's eye level. 

We had to start by designing new 
kinds of camera support equipment 
since there’s not much on the market 
designed to put a lens a mere foot-and-a- 
half off the floor. This was important, 
not only to see things from the dog’s 
point-of-view, but because photographic 
intimacy with the dog was important to 
audience involvement in the story. With 
the guidance of director Joe Camp and 
trainer Frank Inn, the dog did some 
unbelievable acting, expressing feelings 
and emotions with his face and eyes, so 
we had to be down low and in tight to 
get the right ‘feel’’. 

The first piece of equipment we 
designed was an offset rig that, when 
attached to the base plate of an O’Con- 
nor 100 head on a High-Hat, actually 
put the bottom of an Arri II-C about 
three inches off the ground. This rig 
gave full tilt capability, but because the 
rig placed the camera off to the side of 
the head it limited our panning capabil- 
ity, because the camera would “swing” 
rather than pivot on an axis. 

Another item that assistant Jim 
Etheridge designed and built was a sort 
of skateboard dolly...a heavy two- 
inch board on casters with a built-in 
mounting for the O’Connor 100 head. 
This put our Arri lens about two feet 
off the floor and gave us incredibly 
smooth dolly capability in cramped 
areas. When we needed to get lower and 


look up at the dog, we'd use this rig in 
conjunction with the offset rig. We also 
used the Fisher crab dolly to great 
advantage because its boom arm and 
offset plate got us down to a lens height 
of about two feet... but because of its 


Director of Photography Don Reddy uses 
“skateboard” dolly—a heavy two-inch board 
on casters with built-in} mounting for 
O’Connor head. 


(LEFT) Getting the dog’s point-of-view on film entailed hunching down behind the camera on a low-slung dolly pushed around the room—a good 
way to get curvature of the spine. (RIGHT) Assistant cameraman James Etheridge, writer-producer-director Joe Camp and Cinematographer Reddy 
prepare to shoot a scene with the lens four inches off the ground to get a low-angle shot looking up at Tiffany, fluffy lady dog who plays Benji’s love 


interest in the film. 


EJ 
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(LEFT) Piled up against the wall with the camera at its usual low angle, Reddy gets ready to shoot a scene. (RIGHT) Dallas Dolly, a low-slung 
platform dolly with wheels that conform to metal track, was used to get trucking shots of dog—at his eye level—as he trotted and, in some cases, ran 
full tilt down city streets and up back alleys. For some shots, as much as 300 feet of dolly track were laid. 


size it was limited to our more spacious 
locations. 


There were many times when we had 
to truck with the dog—at his eye level— 
as he trotted and, in some cases, ran 
full-tilt down city streets, up back alleys 
and across rough ground. We handled 
these assignments in two ways depend- 
ing upon the terrain. 
On relatively smooth streets, we 
worked off a platform attached to the 
underside of a car with bolted clamps. 
The platform itself was only a matter of 
inches off the pavement and a bump in 
the road often resulted in the platform 
“hitting bottom” (its own and mine). 
When the platform wouldn’t work, we 
laid up to three hundred feet of Dallas By”. see 
Dolly track (metal tubing that connects Net if ET —- e me, : 
together much like railroad track) anda _ Specially designed and built offset rig that, when attached to the base plate of an O’Connor 100 
Dallas Dolly, which is a low-slung plat- head on a High-Hat, actually put the bottom of an Arriflex 11-C camera about three inches off the 
form dolly with an ingenious wheel ground. This rig provided full tilt capability, but because the rig placed the camera off to the side 
setup that conforms to the track. This is  °f the head, panning capability was limited. 
an extremely fast setup and leveling job 


and gives glass-smooth dollies. We gener- Me , : se ’ a oe - re 
ally used this rig in conjunction with The 360 circle rig designed for filming the love montage sequence in ‘BENJI’. A $1.98 lazy 
c susan” from the local dime store was pressed into service to form the basis of another 360 rig 
our offset rig to get lower. for low-angle shots. Combined with a wedge and a bit of gaffer tape, it made possible full panning 
But one of our most valuable pieces capability with the Arri lens one foot off the ground. 


of equipment was a $1.98 “lazy susan” \ eS oe TE 
from the local dime store. It gave us no : 
tilt capability but, when used with a 
wedge and a little gaffer’s tape, gave us 
360° panning capability with an Arri 
lens height of one foot off the ground. 
“BENJI” was shot entirely on loca- 
tion and the two key interior locations 
each posed unique problems. The first 
was the interior of an old abandoned 
two-story house that Benji used as his 
home. The story prescribed that this 
was, in effect, the town “haunted 
house”... the kind of house that kept 
kids walking on the far side of the 
street. So it had to have an eerie, 
spooky feeling about it, yet most of the 
interiors called for were daytime. Too, 


we wanted to keep it as natural, real- 
Continued on Page 1220 
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Eclair® is a trade mark of Eclair International, France 


Imported 


from France. 
Again. 


And available for immediate delivery. 


Eclair 16mm NPR 


The precision, handcrafted French-made Eclairs are 
available again for immediate delivery. This includes 
the world-famous Eclair NPR and ACL cameras, plus 
the complete line of Eclair equipment. 

The NPR is now outfitted with an improved BEALA 
crystal control motor that allows cordless sync sound 
shooting in addition to a selection of variable speeds. 
Plus, of course, all the other features that have made 
the NPR the premier 16mm reflex camera in the world. 

The ACL has an all-new, heavy duty, variable speed 
crystal control motor that incorporates the most mod- 


Kelair 16mm ACL 


ern electronic components and offers total reliability 
plus filming speeds of 8, 12, 24 or 25, 50 and 75 fps. 
And, a complete range of instant snap-on coaxial 
magazines, both 200 and 400-foot capacities. 

Be sure to specify ‘Made in France” when ordering 
your new Eclair. Accept no substitutes. French Eclairs 
are available for immediate delivery. Again! 


For the complete line of French Eclair cameras, includ- 
ing the NPR, ACL, Cameflex CM-3, GV-16 and GV-35, 
contact your local dealer or the E-Cam Company. 


E-Cam Company 


5410 Cahuenga Boulevard 


North Hollyw 


ood, Calif. 91601 


(213) 466-3700 / (213) 766-3300 
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“ABOUT TIME” 


Continued from Page 1165 


location, which provides filming con- 
tinuity and progression, and a Symbol 
of Nature, around which the plot line 
generates.” 


“Time Being’ (Time Cycle two) 


“‘In this act, we introduce our second 
important physical presence; another of 
Nature’s finest creations... a beautiful 
child. The child is a Symbol of Humani- 
ty, and through her we see the affinity 
and affection that humans, during their 
earliest stages of development, have for 
Nature. To the child, the Tree is the 
most awesome living thing she has ever 
experienced—it is immense, strong, pro- 
tective, constant, beautiful—and truly 
an expression of God. But, as the child 
grows, she drifts away from the natural 
things she instinctively loves. Through 
the demands of her inherently more 
sophisticated life form, she gradually 
becomes a creature of technology ...a 


A seemingly ageless tree and a young girl’s 
face from infancy to adulthood are the 
contrasting elements in the Washington State 
Exhibit for EXPO '74. 


being of time. The Second Act ends 
with an insight which the child, (older 
now), experiences, while captured in a 
totally man-made, synthetic environ- 
ment, which is in dramatic contrast to 
her (and humanity’s) natural origins. 
The child realizes that Man, influenced 
by the imposed restrictions of his indi- 
vidually limited time, is too often at 
odds with Nature... too often destruc- 
tive of the things that matter most in 
life.”” 


“Beyond Time” (Time Cycle three) 


“The Third Act is intended to create 
a romantic, timeless quality and mood. 
It means to appeal to the feelings of 
nostalgia, the simple need for natural 
beauty, and for an appropriate sense of 
the human values essential to us. The 
child becomes a woman; the woman 
revisits places that were meaningful in 
early life. She returns to her birthplace 
and rediscovers its astonishing natural 
beauty. She also discovers the love of a 
woman for a man, thereby sharing—and 
intensifying—the wonders of nature. In 
the process, she recognizes the truth of 
the things she had sensed only instinc- 
tively as a child: her kinship with 
Nature and all living things, the need to 
honor life in general, and to reorder her 
own life, restoring its essential human 
values. Finally, she returns to that spe- 
cial Tree. When she touches it, she is 
touching Nature. When she finds a child 
in its branches, she finds not only 
herself, but future generations of hu- 
manity—joined with Nature. All at once, 
she has reached back to the past and out 
to the futyre: in doing so, she reaches 
Beyond Time.” 

Philosophically, the film tells us that 
“man belongs to the earth. . . but earth 


Custom projection booth, housing two 
Norelco DP-75mm projectors, modified with 
new Christie xenon quartz lamp housings, 
with horizontal light source for better screen 
illumination. 


belongs to God, not man. It is an earth we 
have no rights to, only privileges... 
and a responsibility to save—not time— 
but earth itself, for those who follow in 
time.” 

Encapsulated as it is, of necessity, it 
still seems to “read” like a feature, after 
all, unless this is just wishful thinking! 

Whatever its eventual format, since 
most film offerings at world’s fairs are 
free to the theatergoer, its ultimate fate 
is not unlike that of any nationally 
distributed feature film: if it’s good—if 


(LEFT) Director of Photography Jack Priestley and crew atop the “Ferco-Van”, which proved invaluable on location. Every square inch is packed 
with equipment, including Elemack dolly and 50 feet of track and a built-in loudspeaker system. (RIGHT) Gas-powered wind machine (at right) is 
used during filming of key scene in the film: the two-year-old Jessica turns in a field as, as she does so, evolves into Jessica, aged five, by means of a 


dissolve. 
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it truly entertains—it succeeds, but if it’s 
a flop, you can’t give it away, even with 
a bigger “ADMISSION FREE” sign at 
the front door of the pavilion! 

If you’ve attended past world’s fairs, 
you've seen the tendency to surround a 
film presentation with “gimmickry.” In 
the ‘64 New York Fair, Eames lifted 
hundreds of people up into an IBM 
“‘egg’’ to view a 15-plus-screen presenta- 
tion. 

In the United States Pavilion at 
EXPO ’67 in Montreal, the designer 
transported the audience’ through 
tunnels, under large projection screens, 
that swung away as the audience trav- 
eled by. 


In New York, in ‘64, Francis Thomp- 
son proved a point when he kept the 
audience in a fixed, seated position, and 
concentrated on filmic content in his 
“TO BE ALIVE”. His “‘gimmick”’ was 
to use a 3-part split screen format, using 
a three-35mm synchronized projection 
system. The offering won an Academy 
Award. At EXPO ‘67, in a film he made 
for us for Canadian Pacific Railway (we 
designed the pavilion and exhibits, and 
assigned Thompson to make the film), 
he attempted to capitalize on his Oscar- 
winning format, and upped the screens 
to six. The film was called, ““TO BE 
YOUNG”, and although nice, never 
achieved the success that “TO BE 
ALIVE” did. Part of the problem was in 
the medium’s overpowering the mes- 
sage—a mistake we vowed not to make 
at EXPO ‘74 in Spokane, Washington. 

We realized that added dramatic ef- 
fect is desirable, and, as you read on, 
you'll see we had our “gimmickry”’ too, 
but the film concept was designed as a 
single screen presentation, and works 


The rear-projection screen, as seen from the lower viewing tier. The screen is made of a 
custom-extruded plastic material, produced especially for this theatre by Harkness Ltd., London. 
The one drawback of the rear-projection system was the tremendous amount of space lost in 
providing a 100-foot image throw from the projection booth to the screen. 


extremely well without the special ef- 
fects. (This is a good thing to keep in 
mind, for it gives the film extended life 
if, after the fair, the client desires to use 
the film for television or as a feature 
short subject for national distribution.) 


ENTER: THE CLIENT 


We’ve had major programs with gov- 
ernmental agencies before, and they can 
get tacky, what with 10 and 20-man 
committees to deal with. 

Fortunately, in this program, the 
State assigned a small, efficient commit- 
tee to choose the film producer and 
exhibition designer, and to furnish them 
with background and initial direction. 

Once the contract was signed, two 


men were assigned as liaison: one with 
the State of Washington; the other the 


. coordinator of pavilion design. Again, 


fortunately for us, both of these men 
subscribed to the philosophy that you 
hire professionals because you want 
their creative thinking and their experi- 
ence, and you let them run with the 
ball. 

It was the best-managed govern- 
mental program that | can recall. 

At one key juncture, in order to gain 
the approval of the film treatment, it 
was necessary to present our concept to 
the State Legislature. The question be- 
came, ‘‘How do you communicate with 
dozens of men and women, all with 
Continued on Page 1206 


(LEFT) The “Sunbrella’”’ that came with the van protected the film (and camera crew) from the intense heat, but FERCO provided no equipment in 
the van to combat the rattlesnakes. (LEFT) Shooting in the super-dense Hoh Rain Forest, where the biggest problem was getting enough light to film 
effectively. Production crew lucked out on the often-rainy weather in Washington, and the sun stayed with them during most of the shooting. 
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“What film and cameras can do with football is 
nothing less than art. 


“T get the biggest charge out of really seeing what a 255- 
pound linebacker coming through the air sideways looks like. In 
slow motion put to music. Film shows the dirt, the sweat, the 
effort, the pain and the ecstasy of pro football. 

“Our kind of filming art means a lot of action. Think about 
how close a cameraman on the playing field comes to getting 
creamed on a scrambled play. I remember last season when Phil 
Tuckett got tackled along with a split end. We almost lost him. If 
it weren't for fast feet and 16mm cameras, NFL Films could never 
have shown the fans what it’s like to be in on a tackle. 

“NFL Films is popular because we take the best parts of 
thirteen games each week and condense them into many great 
shows. We shoot over 100,000 feet, that’s 20 miles, of Eastman 
film every week; sometimes over 50,000 feet in one game. It takes 
a lot of editing but it’s easy and worth it. Film gets to people 
wherever they are...at home, in clubs, overseas— in fact, all over 
the world, wherever there are football fans. Even on airplanes. 

“Television coverage of football is good as far as it goes. But 
with film we can show more people more games, the key plays, 
the upsets all over again. With one big difference: It’s from our 
point of view. I mean, we can interpret the events, not just 
report them. 

“Film just makes football better.” 


Ed Sabol, president, NFL Films, Inc. 


EASTMAN KODAK COMPANY 

Atlanta: 404/351-6510/Chicago: 312/654-5300/Dallas: 214/351-3221 
Hollywood: 213/464-6131/New York: 212/262-7100/San Francisco: 
415/776-6055/Washington, D.C.: 202/554-9300 


THE DOCUMENTARY AS ART 


Heading toward its eighth year on television, “THE UNDERSEA 
WORLD OF JACQUES COUSTEAU” proves that documentaries 
can be entertaining and informative—and still win awards as “art” 


By JACK G. SHAHEEN, Ph.D 


Research grants from Southern Illi- 
nois University at Edwardsville made it 
possible for me to observe the Cousteau 
post-production process at close range. 
Because of my interest in the documen- 
tary genre, an invitation to study the 
series was extended by the executive 
producer, Marshall Flaum. Subsequent- 
ly, | spent several weeks in Hollywood, 
where | had the rare opportunity to 
study the making of the Cousteau docu- 
mentaries—beginning _ with research, 
editing, writing, narration, sound effects 
and music—to the final release print. 
Interviews with series producers, edi- 
tors, production supervisors and other 
personnel were also obtained. Addition- 
ally, | was able to read scripts and view 
all twenty-eight documentaries, which 
have been aired since the Cousteau 
series made its debut in January, 1968. 

The purpose of the Cousteau series, 
the first regularly scheduled television 
program with a strong message concern- 
ing ecology, is to give viewers new 
insights into the ocean, its resources, the 
problems of conserving it and the mar- 


velous wild life found in it. The docu- 
mentaries probe significant subjects, 
life, death and the conservation of 
nature. When asked why he produced 
“THE UNDERSEA WORLD OF 
JACQUES COUSTEAU”, Cousteau re- 
plied: ““‘To improve the condition of 
man is the purpose of life, and the goal 
of science is to make people more 
happy. | film it because | love it.” 
Cousteau’s documentaries show us our 
endangered environment and also reveal 
the delightful, but sometimes precar- 
ious, ‘life processes of manatees, seals, 
sharks, squid, whales, iguanas, salmon, 
sea otters, walruses, octopuses and other 
mammals. The films are distributed 
throughout the world where media pro- 
fessionals are in agreement that the 
series is one of the most individual, 
worthwhile and entertaining projects in 
television history. 

Although Jacques Yves Cousteau and 
his aquanauts have covered nearly 
300,000 miles of sea on film-making 
and oceanographic expeditions during 
the past seven years, it has always been 


(ABOVE RIGHT) The legendary Capt. Jacques-Yves Cousteau, world-famed oceanographer, author and film-maker. His films based on his books 
(“The Silent World”, “The Living Sea” and “World Without Sun”) have won grand prizes in film competitions at Venice, Cannes and Paris, as well as 
three Academy Awards. (BELOW LEFT) Two of Cousteau’s divers explore a very old shipwreck prior to filming. (RIGHT) Cameraman shoots scene 
of diver moving toward coral reef, carrying a large syringe filled with tranquilizing solution used to sedate marine animals temporarily, so that they 
can be studied. 

Reece 
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the responsibility of Metromedia’s post- 
production staff to transfer the footage 
into handcrafted films. Post-production 
is responsible for all production, from 
the time that the actual program is 
filmed to the time it is delivered to the 
network for airing. 


Picture Edit 


Post production begins with the pic- 
ture edit. According to John Soh, who 
works a minimum of ten hours a day, 
the shooting ratio for a Cousteau special 
is usually 85 to 1. This means that for a 
one hour show, Soh must work with 
60,000 to 150,000 feet of film. Soh 
welcomes the editing challenge: ‘“‘It’s 
just the whole idea of seeing 100,000 
feet of film and an impossible schedule 
and a tremendous amount of work that 
has to go into it, the whole creative 
aspect of getting a show together, know- 
ing that you'll eventually have a fin- 
ished, beautiful product—that’s what 
makes it so worthwhile.” 

The excessive footage is necessary, 
says Soh, because an animal, especially 
an underwater animal, doesn’t always 
do what’s hoped for or expected. Pro- 
ducer-Writer Andy White agrees: ‘One 
of the reasons that you need so much 
film is that you never know what the 
sea is going to offer you.”’ White added, 
“You just have to be very generous with 
the film; otherwise, you’re not going to 
capture that once-in-a-lifetime shot.”” 

It takes Soh and his assistant a 
minimum of ten weeks to prepare the 
final picture edit which is 1,750 feet, or 
51 minutes of air time. The edit is 
subsequently approved by Flaum and 
White. Three black and white prints are 
then made; one is given to Flaum, the 
other two to the music and sound 
effects editors. 


Script 

According to television critic, Bob 
MacKenzie, ‘“The Cousteau scripts rank 
with the finest writing in television. The 
language ...is accurate but poetic, de- 
scriptive but imaginative, full of shades 
and moods.” Producer-Writer Andy 
White has been responsible for the 
Cousteau scripts for the past several 
years. While Soh edits the film, White is 
busy researching, outlining and sketch- 
ing ideas for the teleplay. As soon as he 


(ABOUT THE AUTHOR: Jack G. Shaheen is 
an associate professor of Mass Communica- 
tions at Southern I/linois University, Edwards- 
ville. His writings have appeared in Journal of 
Broadcasting, Journal of Popular Film, The 
Quarterly Journal of Speech and The Journal- 
ism Educator. Dr. Shaheen also does arts 
criticism for a St. Louis television station. His 
book, Nuclear War Films, is scheduled to be 
released sometime early next year.) 


Floating base for Cousteau’s filming adventures is the converted former World War II American 
minesweeper, Ca/ypso, which was purchased in 1950 and refitted as a revolutionary new type of 
oceanographic research vessel. The Calypso is 145 feet long and, weighing 400 tons, is complete 
with sophisticated underwater research equipment, electronic apparatus and other special 
features. It also serves as the “‘mother ship”’ for a fascinating variety of miniature undersea 
vehicles. 


Capt. Cousteau steers inflatable boat, while cinematographer John Alonzo, ASC shoots Eclair 
camera. Arriflexes and Beaulieus are also used for topside filming. The purpose of the Cousteau 
series, the first regularly scheduled television program with a strong message concerning ecology, 
is to give viewers new insights into the ocean, its resources, the problems of conserving it and the 
marvelous wildlife found in it. 
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is given the general subject matter of a 
particular show, he immediately re- 
quests Metromedia’s research depart- 
ment to gather appropriate texts and 
articles. White peruses volumes of 
material, searching for anything perti- 
nent that might be used in the show, 
such as geographic materials and the 
most recent publications by noted 
authorities. Because there is a continu- 
ing concern over accuracy, experts on 
animal behavior are called on frequently 
to verify information. White only has 
about three weeks to write the script; he 
continually refers to the final picture 
edit, a rough outline and sundry 
research materials. 

When asked to describe his role as 
producer-writer, White said: ‘‘First of 
all, as producer, it means working with 
film, a great volume of film. | try to 
read all of the source material and 
research material on a given subject 
before | look at the film. Then, | 
carefully mark the source material for 
later reference. Now, the writing. This 
depends on one’s attitude toward life, | 
think. | enjoy writing, more than any- 
thing. Producing, at times, can come 
very close to drudgery. Looking at 
thousands of feet of film is very de- 
manding, physically and timewise. To 
me, the writing is the fun of it, and as 
an individual | try to approach life, even 
serious subjects, with a certain spirit of 
fun.” 

When White finally completes his 
script, he, Flaum and Cousteau confer 
for two or three days to see if any 
significant phrases should be dropped or 
added. It usually takes White an addi- 
tional week to complete the final re- 
write. 


sea of arctic ice. The spunky vessel has racked up more than 300,000 miles of sea travel during 
the years the series has been in production. It is as much a “‘character’’ as any of the live 


personnel appearing in the films. 


Narration 

Rod Serling has been co-narrator of 
the Cousteau series for seven years. He’s 
never quite understood why the produc- 
ers wanted him because, he said, “| was 
the least trained of the narrators, espe- 
cially several years ago, when | had not 
done a tremendous amount of narra- 
tion.” Initially, the producers had 
shown him one of the early programs. 


According to Serling, “it was the most 
uniquely educative, regular scheduled 
television series that I’d seen. It was so 
carefully, painstakingly. put together 
that | was delighted to lend my name 
and efforts to something that quali- 
tative.” 

At Metromedia, Serling and Cousteau 
do not narrate to picture. To receive the 
best possible narration, they repeat each 


(LEFT) A diver from the Calypso rides a “‘Scooter” underwater vehicle through the deep. (RIGHT) Cameraman and light-carrying assistant shoot 
scene of diver riding one-man “‘wet’’ submarine, so-called because the diver rides in the water, rather than inside a water-tight compartment. The 
Calypso also carries ‘‘Troikas’’, cine-sleds which film for 30 minutes at 15,000-foot depths. Towed by the ship, the Troikas are designed to run over 
very rough rocky landscapes without entanglement. They carry a 16mm underwater camera and electronic lights. 
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line several times. Rod Serling com- 
pletes his narration in only four hours. 
Interestingly, prior to his arrival, he has 
neither seen the film nor read the script. 
Cousteau’s narration differs. He con- 
stantly attempts to analyze the script 
while reading and, at times, brief script 
conferences occur and a sentence or two 
is altered. 

Cousteau’s narration is on the philo- 
sophical side; there’s something quite 
unique when Cousteau speaks. Notes 
Serling, “His wealth of knowledge and 
expertise is enormous; | simply narrate 
most of the statistical material and 
describe the nature of islands and the 
characteristics of mammals we’re study- 
ing.” 

Both Cousteau and Serling enjoy 
sharing narration responsibilities. 
“Audiences can get bored with a single 
voice,”” said Serling, “regardless of 


whose voice it is.”’ 
Following the recording session, 


Flaum selects the best takes and pro- 
ceeds to lay in the narration. It takes 
Flaum at least a week to complete the 
frame-by-frame, sentence-by-sentence 
“laying in’’ process to the work print. 
Normally, pauses are eliminated and/or 
added to the narration tracks so that the 
voice matches the picture in the best 
possible manner. It is a tiring process. In 
Cousteau’s THE FORGOTTEN MER- 
MAIDS, for example, Flaum spent near- 
ly five hours to eliminate a single word 
from the narration. The MERMAIDS 
script referred to Florida’s St. John’s 
river as the on/y north-flowing river in 
the United States. Flaum discovered too 
late, that other rivers flow north. 


Music 


Walter Scharf, the man who creates 
most of the music for the Cousteau 
specials, has composed, arranged and 
conducted for more television docu- 
mentaries than any other musician. “‘] 
love. composing music for the Cous- 
teaus; they offer musicians opportuni- 
ties to be creative,”’ said Scharf. 

Most TV anthology series feature 
music tracks prepared for six or seven 
episodes and the music is repeated with 
slight modifications, for the remaining 
programs. Scharf, however, provides the 
Cousteaus with an original score for 
each special. His major challenge is 
writing appropriate music for mammals. 
He’s successful because, “I look at an 
animal as a human being because it 
knows what it’s doing and has certain 
obstacles and feelings that are the same 
as ours.”” One of Scharf's favorite stories 
is how he went about creating music for 
a Cousteau special on sea elephants. ‘‘I 
simply had a sound track made of sea 
elephants barking,”’ he said. From their 


~~ mm 


Cameraman swims with Cousteau underwater camera. Clamped on top of camera is a 150 watt 
quartz light, and beneath is a battery pack for powering the light. These cameras, which were 
designed by Cousteau’s engineer in Monaco and made in his own workshops, utilize some basic 
Bell & Howell Filmo and Eyemo elements. Everything else, including motors and battery packs, 
is custom-built. The cameras, which are available in both 16mm and 35mm models, are, in 
themselves, watertight—rather than being ‘‘dry land’”’ cameras enclosed in underwater housings. 


sounds he discovered the proper tonali- 
ty and created the music. Scharf smiled, 
“The music had a wonderful reedy 
quality; the same as the sea elephants, 
but with added feeling.”’ 

It takes the composer-arranger one 
day to record his music; approximately 
30 musicians are employed during the 
recording sessions. They have worked 
with Scharf so often that they no longer 
chuckle when their conductor says: 
“We've got a baby octopus in trouble 
here; let’s add some warmth to it.” 


Sound Effects 


While Scharf has been engaged with 
developing the musical score, Metro- 
media’s sound crew has been active 
trying to select appropriate effects for 
the documentary. Because the winds, 
seas, extraneous background sounds and 


other elements make it difficult to 
record natural sound, little of the loca- 
tion sound is used. When working on 
THE UNSINKABLE SEA OTTER, for 
example, there were nearly eleven rolls 
of quarter-inch tape of recorded otter 
sounds that couldn’t be used primarily 
because the surf sounds in the back- 
ground were so loud. Thus, approxi- 
mately ninety per cent of the sound 
effects in a Cousteau documentary 
Continued on Page 1215 
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Cameraman films scene of the “Sea-flea’’ 
one-man submarine, while assistant holds 
cluster of two 750-watt lights, needed to 
record colors accurately at depths below 20 
feet. There is an underwater observation port 
in the bow of the Ca/ypso through which 
cameras can record marine life in action in the 
lower layers of the sea. 


For the sixteenth consecutive year, 
Arri is the preferred camera among 

nners of the Annual Industrial Alm 
Awards. Eighteen out of twenty-four! 


Congratulations to all 
and appreciation 
to these winners 


who filmed with ARRI. 


ARI 


ARRIFLEX COMPANY OF AMERICA 


American Medical Association 
“WAIT FOR TODAY” 

Producer — American Medical Association 
Director — Robert Martin 
Cinematographer — Art Detrich 

Avis Rent A Car System, Inc. 

“THE BIGGER THEY ARE...” 
Producer — Russell L. James 
Director/Cinematographer — Harvey Birnbaum 
British Columbia, Department of 
Travel Industry 

se *KSAN” 

Producer/Director — F. W. E. Round 
Cinematographer — F. W. E. Round 
British Columbia Forest Service, 
Information Division 

“THE DAY THE SAYWARD DIED” 


Producer — B. C. Forest Service 
Director/Cinematographer — Barbara Davies 
General Mills 

“SHOPLIFTING, IT’S A STEAL”’ 


Producer — Robert Harvey 
Director — Garry Lindberg 


Cinematographers — Tom Wagman, Wayne Peterson 


Illinois Central Gulf Railroad 
“GOING INTERMODAL” 


Producer — Intermodal Sales Dept. 
Director/Cinematographer — T. Allen Southall 


International Harvester 
“POSSIBILITIES UNLIMITED”’ 
Producer — Harry Knipp 

Director — Ken Riding 

Cinematographers — Glen Ortner, Mac Benson 


Johns-Manville Corp. 

“THE SHAPES OF TOMORROW TODAY” 
Producer — Fiber Glass Marketing Division 
Production Supervisor — William Ransom 
Cinematographer — James D. Murphy 


K | D Broadcasting 

“YOU ARE IN TUNE WITHKID—TV...” 
Producer/Director — Paul Jenkins 
Cinematographer — Paul Jenkins 


McDonnell Douglas Corp. 

“ONCE A THUNDERBIRD” 

Producer — Thomas R. Carlisle 

Director — Kenneth Griffey 

Cinematographers — John Campoy, Pete Chouteau, 
Ron Shaner 


Naval Missile Center, 

Photo/Graphics Department 

“SIX ON SIX” 

Producer — Richard C. Stetler 

Director — Wallace N. Southard 
Cinematographers — Zenon Lepczyk, Noah Belew, 
Bob Spurbarg, J. F. Schleich, W. P. Irving, 

Roland Kelley 


Naval Weapons Center, 

Film Projects Branch 

“DUNE BUGGY ’73” 
Producer/Director — Gail Falkenberg 
Cinematographer — William F. Beasley 
Oak Ridge National Laboratory 


“THE BIOENGINEERS” CTwo AWARDS) 
Producer — Oak Ridge National Laboratory 
Directors/Cinematographers — Edward Matney, 
Fleming Reeder 
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16th 
Annual Industrial 
Film Awards 


conducted by 
Industrial 

Photography 
Magazine | 


Rockwell International 
“THIS IS ROCKWELL” 


Producer — John C. Laffin 
Director — Cal Reed 
Cinematographer — Vic Breig 


Sandia Laboratories 


“ON THE MOVE” 

Producer — Robert C. Colgan 

Director — Charles E. Cockelreas 
Cinematographer — Wayne W. Gravning 


Union Pacific R.R. 
“CLEAR THE TRACK’”’ 


Producer — R. R. Burrell 

Director — R. D. Tincher 
Cinematographers — J. C. Thibodeau, 
D. C. Norris 


The Upjohn Co. 


“SPECIAL KIND OF MATTER” 
Producer — The Upjohn Co. 

Director — Don Braymer 
Cinematographers — Don Braymer, 
Ed Schumm, Bob Wallace 


Speed, flexibility, convenience, dependability and pinpoint 
accuracy are the critical factors in cutting the costs of 
cutting film. 

That’s why we’re serious about making sure that you get 
only the best to work with. The Moviola M-77 is the finest 
editing table in the business. And now it has two smaller 
brothers of the same high quality — the two-plate M-84 and 
the four-plate M-85. All three will interlock if desired. The 
torque motor assemblies are similar to the ones used in 


The CINDY Award 
Alan Gordon Award for 
Technical Achievement 1973 
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reverse at up to 10 times sound speed. And still stay locked 
in perfect sync. 

Picture and sound are electrically controlled for inching or 
single-frame viewing. And the Moviola Chrona-Tach sys- 
tem computes and displays frames and footage or minutes 
and seconds: 

There is no other editing table with quite the finesse and 
versatility of the Moviola Flatbeds. Once you've operated 
on them you'll understand the vast difference. And you'll 
cut costs as you never could before. 


magnasync/moviola corporation 


A Subsidiary of Craig Corporation 
5539 RIVERTON AVENUE / NORTH HOLLYWOOD, CALIFORNIA 91601 / (213) 877-2791 


“THE TAIWAN EXPERIENCE” 
Continued from Page 1169 


the show, lining up equipment, and 
setting the stage for a production that 
had to run smoothly in order to make 
the fair opening. — 

The format Electrovision has used in 
the past has been slides projected on a 
screen in an aspect ratio of 7:1. Kodak 
Carousel projectors are used, and the 
slides are in the 46mm Super-slide for- 
mat (square). Previous Electrovision 
shows have used multiple interlocked 
16mm projectors to put motion pictures 
into the center three screens. Numerous 
special effects projectors, strobes, light- 
ing effects behind and in front of the 
screen, bubble machines, mirror balls, 
etc. fill out the Electrovision “Experi- 
ence” format. Each member of the 
audience has a swivel chair to help in 
the viewing of the show. 

One factor that places the Electrovi- 
sion multi-media shows above others is 
that extreme attention is paid to the 
quality of images and sound. The still 
photographs were all shot using 2% x 
2% or larger format cameras, including 
several panorama cameras. This meant 
that every slide in the show was reduced 
from the original, and the quality was 
thereby maintained. 

In the pre-production planning, we 
found that we were not pleased with the 
quality available from three interlocked 
16mm projectors. The registration dif- 
ferences in film grain, complexity, and 
the inability to form a true wide screen 
image turned us toward a larger format. 
We decided, after much deliberation, to 
shoot full aperture 35mm with normal 


lenses and crop on projection to a 3:1 
format. We chose unsqueezed instead of 
squeezed, 4-perf pulldown instead of 
Techniscope, and full width instead of 
the academy aperture. (Full-width aper- 
ture gave us 28% more picture area to 
project, and we needed every square 
millimeter we could get.) We used an 
Arri 11C with the ground glass marked 
for a 3:1 aspect ratio and standard 
lenses. For grab shots, and to provide 
pictures of a different format, we took 
two 16mm cameras; a Beaulieu R16es, 
and a Bolex Rex 4. 

The script held to an important 
aspect of the Electrovision format—it 
was diverse and full of content. The 
many subjects covered in the script 
meant a tight shooting schedule for the 
5-person location unit. Each day’s work 
ranged from a minimum of two days on 
location to up to six different locations 
in some overtime days. We had one 
month to complete the bulk of the 
work. Unseasonal rain and almost con- 
stantly overcast skies meant pushing 
over half the still film one stop, which 
meant that a large portion of the photo- 
graphs had to be taken from a tripod. 
To add to the usual headaches, a cus- 
toms delay of three days kept us from 
discovering a jammed Arriflex until the 
day of an important shooting. Despite 
the difficulties, the crew responded well 
to the challenge. We returned with over 
800 rolls of 120 still film, 10,000 feet 
of 5254 and 7252, and 15 hours of 
high-quality location sounds. 

Test rolls were shot on each camera 
daily and processed locally to check for 
camera failures. Of the 6,000 or more 
still photographs taken, less than 1% 
were unusable because of technical 


problems. The film was all processed 
under carefully controlled conditions at 
Media Generalists lab in San Francisco. 
Each roll was individually processed 
under constant chemistry scrutiny, and 
the quality of development was superb. 
The lab also took charge of the duplica- 
tion of all the still images in the show, 
and the quality of the 46mm copies are 
excellent. 

Editing began immediately upon the 
crew’s return from Taiwan. The pictures 
were organized into various groupings 
and the motion picture footage was 
screened and culled. We spent some 
time listening to tapes and talking 
among the members of the creative 
team in order to take advantage of 
everyone’s input. 

At first, we were all getting a feel for 


the material we had to work with. We 


prepared a final script that was based on 
the materials we actually had. This 
allowed us to gloss over rough spots (a 
rough spot is that section of the script 
you have no pictures or sound for) and 
accent our strong points. Next, outlines 
were made that described the feel of 
each individual section. This gave us the 
freedom to approach a section in emo- 
tional terms rather than on a strictly 
direct basis. 


Sometimes we were all amazed at 
how well things came together, espe- 
cially since all the still photographs were 
unmounted, and, therefore, none could 
be projected until the duplicates were 
ready during the last week of produc- 
tion. Creative decisions during the bulk 
of the production were based on a 
sketched storyboard which was xeroxed 
and ended up being over 150 pages long. 

The motion picture editing had to be 


(LEFT) Designer Charles Frazier selects from racks of slides to make “storyboard” sketches. 800 rolls of 120 color film were shot with Hasselblad 
and panorama cameras to provide stills for the show. (RIGHT) Production assistant Kathy Greig seems unperturbed as she discusses the tight 
schedule with editor Roger Archey. Nine-month schedule from contract signing to delivery of finished product included theatre design and 
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completed first. Lab time to produce 
mattes and optically print the 3-screen 
multi-panels was budgeted at three 
weeks, and we added a healthy contin- 
gency to that. This meant that the 
timing of the film sequences had to be 
decided well in advance of completing 
the rest of the show. Each decision to 
make a sequence a specific length was 
made almost totally in the dark. Fortu- 
nately, our experience and our educated 
guesses were on the lucky side, for the 
final result works quite well. 

The storyboard was noted with re- 
gard to film sequences and timing, and 
from the completed storyboard, we 
produced the sound-track. A scratch 
track using the voices and a rough 
assembly of music was prepared early in 
the process, and was used as a reference 
for relating to either still editing or 
motion picture content. 

With such a wide screen system (70 
feet wide by 10 feet high), a minimum 
of 3-channel stereo was needed to give 
everyone in the audience a sense of full 
sound. Four-channel sound might have 
added to the track, but for the same of 
convenience, both for ourselves in pro- 
duction and for the Chinese who have 
to live with the system we designed for 
them, we went with a standard 1/2-inch 
tape deck with four playback channels. 
This gives us three audio tracks and one 
track for control pulses. Live music 
recorded for the soundtrack was mixed 
down to three channels. Monophonic 
sound effects that were recorded on 
Taiwan with a Nagra 4.2 and a Senn- 
heiser 415 were later synthesized to 
3-channel stereo using a Gotham digital 
delay system and other such devices. A 
special mixdown board had to be con- 
structed to allow us to pan sound 
sources to one of three channels for 
movement of sounds across the screen 
or merely locating them along the 
screen’s length. The entire track was 
recorded at -12 VU through a DBX 
system. The encoded master tape is then 
played back through a decoding DBX in 
the theater and gives a tremendous 100+ 
db dynamic range. This allows us to 
have quiet crickets chirping in the begin- 
ning of the show, without the slightest 
trace of tape hiss, and then crash 
through with a great fireworks display 
with almost frightening loudness. The 
theater is also equipped with an “‘en- 
velopmental’”’ surround system which 
consists of five channels of peripheral 
sound fed from a L/R mono mix and 
controlled by the show decoder. 

Programming a multi-projector show 
is like a marathon jigsaw puzzle. We 
programmed the ‘““TAIWAN EXPERI- 
ENCE” in a record five days. I’m sure 
it’s a record, for | can’t imagine any 


Ted Iserman, lab manager/duplication cameraman, works with Forox camera utilized for making 
slide duplicates used in the show. To avoid picking up increased contrast in duplication of slides 
from originals, Ilserman used a modified E4 process for developing the dupes. Precise attention 
was paid to color quality and matching in the duplication process. 


group of people working harder, faster, 
or longer hours. Four of us spent three 
days working through the storyboard 
one move at a time. It was here that we 
assigned slides to particular trays, noted 
which projectors were to come up or 
down, and at what rate. It was at this 
time that the soundtrack was marked as 
to the precise location of the cues. 
Some sections came together quickly, 
others were frighteningly slow: the last 
running minute of the show took nearly 
eight hours to figure out. Two days and 
nights were spent pushing buttons on 
our Electrosonic, Ltd. multiplex en- 
coder. We are the first to use this latest 
development by Electrosonics of Eng- 
land; an 88-function encoder/decoder 
system that used a digital method to 
determine fade rates which are fed from 
a single master clock, giving the smooth- 
est dissolves of any system on the 
market. It was still on the drawing 
boards in England when we asked about 
using it for the show. They agreed, and 
on the date they promised it to us, it 
arrived set up and ready to operate. 
After 40 straight hours of button push- 
ing and problem solving, we cleared over 
5 minutes spare time before the first 
required showing of the _ finished 
product. 
Continued on Page 1207 
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A view of the control room, showing some of 
the computer-automated equipment used in 
the show, including 28 Carousel slide projec- 
tors, and 3:1 35mm film projectors, rear- 
screen lighting effects and an “envelop- 
mental” surround sound system—all con- 
trolled by a small digital computer system. 


1 i 


4 
| 


FILM AT EXPO ’74 


Continued from Page 1162 


The next film is entitled ‘’BIO- 
SPHERE AND MAN.” It depicts the 
basic concept, current research and 
eventual plans to gain control of natural 
processes affected by man’s activities— 
together with a study of the Russian 
approach to problems presented by the 
environmental impact of the technologi- 
cal revolution. 

“MAN AND HIS ENVIRONMENT” 
is a film which outlines Soviet policy on 
air and water pollution control, tech- 
niques in limiting erosion and the new- 
est waste-recycling technologies. 

The railroads represented at EXPO 
74 use audio-visual presentations to 
good advantage. Union Pacific employs 
a 360-degree slide show to depict the 
territory through which its trains travel 
and Burlington Northern puts its best 
foot forward with the award-winning 
documentary film, “PORTRAIT OF A 
RAILROAD” (see American Cinema- 
tographer, July 1974). 

Scoring a repeat success, just as it did 
in Montreal and Osaka, is that product 
of Czech cinematic ingenuity known as 
“KinoAutomat”’, a kind of “decision” 
theatre in which the film stops at several 
intervals so that the audience can vote 
to decide plot twists to follow. At each 
plot climax two plot alternatives are 


Inside the open exhibit area of the United States Pavilion at EXPO ’74 a large pile of discarded offered. The audience votes by pressing 

hardware points up the idea of wanton waste and strongly suggests that many of the items one of two buttons installed at each 

thrown away in our disposable society can be recycled to be “re-useful”, while helping to seat, and the story line continues ac- 

preserve the quality of the environment. The exhibits in this pavilion pull no punches while ; steed 

dramatically emphasizing what a huge drain man makes on irreplaceable natural resources. cording to the majority vote. It takes 78 
separate reels of film in the projection 


room to accommodate every possible 


combination of plot twists. 
Artist’s rendering of the Washington State Pavilion, a sleek, ultra-modern structure in which the The Kodak Pavilion—actually a vari- 
film “ABOUT TIME” is shown. Designed to include a large auditorium (suitable for opera, ballet colored plastic hemisphere held erect by 
and other ambitious productions), exhibition halls and a vast open patio, the building will remain : 5 
- after EXPO ‘74 to become a cultural and convention center. The lavishly landscaped fairgrounds, internal air pressure alone—houses an 
including islands in the Spokane River, will be transformed into a beautiful park. auditorium in which an eight-minute 
sumcaecesaus slide show of magnificent images is 
presented on a screen 12 feet high and 
36 feet long. The audience views a 
multi-screen montage on the beauty of 
the United States—its mountains, plains, 
‘forests, rivers, seacoasts and highlights 
from the American experience in using 
the outdoors. 

The British Columbia Pavilion utiliz- 
es visual images most imaginatively. 
Entering the pavilion you are presented 
first with a kaleidoscope view: a tunnel 
of mirrors which reflect images from 
various parts of the display. 

Continuing, you pass through five 
separate viewing areas—combining 
double and single slide projection, real 
and mirrored views of the surrounding 
island, table-top and floor-level views 
from overhead film and slide projectors 
and, finally, a theatre with a seven- 
image screen. 
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In the Australian Pavilion, that na- 
tion’s efforts toward environmental re- 
sponsibility are graphically demonstrat- 
ed in an unusual 24-screen audio-visual 
presentation viewed from a smoothly 
revolving platform. 

The Iranian Pavilion presents a spec- 
tacular audio-visual program entitled 
-“THE GREAT HARMONY”, which 
shows Iran’s contribution to civilization, 
the pageant of her ancient history, her 
philosophy, arts, personalities and life- 
styles. A highlight of the program is a 
beautiful color film showing the corona- 
tion of Empress Farah Pahlavi. 

Inside the Ford Motor Company 
Exhibit, an indoor-outdoor complex, 
there is a movie theatre, a rustic land- 
scaped area (including a flowing stream 
and a _ waterfall), and the expansive 
exhibit area. 

The overall display theme of the 
Ford Exhibit—“Sharing the Environ- 
ment”’—is expressed in a motion picture, 
an environmentally-oriented film which 
emphasizes sharing the environment in- 
telligently. It depicts the happiness that 
can result from an honest appreciation 
of the natural beauty around us. 

The Montana Pavilion represents con- 
temporary adventure in terms of a lively 
three-screen audio-visual production 


that presents a panoramic sweep of 
scenic and recreational wonders. Glacier 
and Yellowstone National Parks, great 


th tow 


Opening Day at the Fair was celebrated with ambitious programs and multi-colored balloons 
soaring into the air. EXPO ’70, was conceived by Spokane in honor of her own 100th Birthday 
and the 200th Birthday of the United States. Pavilions at the Fair represent 11 nations, several 
American States and various commercial companies. Opening on May 1, EXPO will continue 


until November 3. 


duction are done on the premises of the 
Institute, including the color processing 
and printing of about two million feet 
of motion picture release print each 
year. In order to produce the astonish- 
ing special effects, much of the ingen- 
ious and specialized photographic equip- 
ment has been designed and constructed 


by Institute personnel. 
Beginning with EXPO 67, film ex- 
ploded on the scene as the foremost 
medium of communication, and that 
tradition has carried through in all of 
the great expositions that have fol- 
lowed. EXPO 74 is no exception. Film 
is the thing at Spokane’s World’s Fair. © 


A star shell bursts behind the United States Pavilion during a fireworks display at the EXPO ‘74 
World’s Fair. The pavilion, whose theme is ‘Man and Nature: One and Indivisible,”” prominently 
features the words of a Suquamish Indian chief who rebuked a delegation of white settlers who 
wanted to buy his land more than a century ago. 


mountain ranges, icy clear lakes and 
streams, and four-season sports in all of 
Montana’s “‘five states within a state.” 

In terms of film, the Sermons From 
Science Pavilion is one of the most 
fascinating exhibits at EXPO 74. Pre- 
sented inside its auditorium is a contin- 
uous program of a dozen fabulous films 
on the wonders of science, interspersed 
with live demonstrations of scientific 
phenomena. The live shows, staged with 
great showmanship and involving an 
amazing array of specialized laboratory 
equipment, demonstrate such phenome- 
na as: the cry that can shatter glass, a 
frozen shadow, a flashlight that talks, 
the stammering machine, metal rings 
floating in air, how to obtain liquid light 
from cold chemicals, invisible energy 
that sets steel aflame, and electron 
magic with a ribbon of rust. Perhaps 
most astonishing of all is the stunt in 
which Dr. George Speake passes one 
million volts of electricity through his 
body—and lives! 

But it is the films that are the real 
stars of the show in this pavilion. They 
are absolute spellbinders, produced by 
the Moody Institute of Science in West 
Los Angeles, an organization equipped 
by unique expertise and _ specialized 
techniques for all aspects of scientific 
cinematography. All stages of film pro- 
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TIFFEN 


Available at Dealers throughout the World. 


4/2” DIAMETER 
ACCESSORIES 


Tiffen 4%” filters are engi- 
neered to meet the exacting 
standards of large diameter 
professional lenses. The 412” 
filter will fit numerous lenses, 
using Tiffen adapter rings, 


138mm FILTERS 


for Angenieux 20-120 (6x20) 
F2.6 lens. Available in all 
standard colors, combination 
colors and neutral densities. 
Close-up lenses in +%2, 1, 2, 3. 


SQUARE 
FILTERS 


Tiffen Photar® Filters in all 
colors are available for Tiffen 
and other square filter holders 
in sizes from 2x2-inches up 
to 15x15-inches. 


RECTANGULAR 
FILTERS 


for Arri 16 matte box. Avail- 
able in all colors and neutral 
densities 0.1-1.0. 


eliminating the need for vari- 
ous costly special-size filters. 
Available in all standard col- 
ors, combination colors, neu- 
tral densities, rotating polari- 
zer; and diopters 2, 1,2, and 3. 


71 Jane Street 
Roslyn Heights, N.Y. 11577 


(516) 621-2700 Telex 96-7748 


TIFFEN 


DON’T SELL YOUR ZOOM LENS! MODERNIZE IT! 
NEW ANGENIEUX V30 (ULTRA-SHORT) 


1” (“ZERO”) VIEWFINDER 


FOR CP-16, FREZZI, YODER, ETC. CAMERAS 


INCLUDING: COMPLETE OVERHAUL 
AND TESTING OF YOUR ZOOM oud. 


$640" 


SPECIAL 
COMBINATION OFFER 


INSTALLED ON | 
YOUR | 
ANGENIEUX 
ZOOM LENS BY 
OPTICAL 
EXPERTS //V 

AS LITTLE AS 

48 HOURS! 


Regular Price of Combo. 
offer is over $825.00 


COMBINATION OFFER FOR ~ 


9.5-95 ZOOM...°675.* 
12-240 ZOOM... 740.* | 


*PRICES INCLUDE EXCHANGE OF 7” OR 10” FINDER 


(uy Precision Cine/Optics 


10661 BURBANK BLVD. NORTH HOLLYWOOD, CALIFORNIA 91601 (213) 766-3715 


INCLUDES 


CENTURY TV SAFE 
AREA RETICLE 


(Angenieux TV Cut-Off 
Reticle Also Available) 


AMERICA’S MOST EXPERIENCED 
ANGENIEUX SPECIALISTS 


“Ibu Stick’ 


ZOOM f= 
CITATION 
- eae J-4Z Control 
cont rol see panto eit 


zoom speed control box with built-in fechas 
nickel cadmium battery, battery trickle charger and 


“Joy Stick” control) 


For the ultimate in precision zoom control — Cinema Products’ 5-4 Zoom Control 
Academy Award winning J-4! Its thumb-activated “Joy Stick” shown in use with 
zoom control fits comfortably into the palm of your hand. With oe 
the J-4 “Joy Stick” you always know in which direction you’re K-35 Macrozoom 
zooming, regardless of your hand position. A true servo feed- peda ao 
back system provides constant speed through fullzoom over a | J-4 Zoom Control 
wide speed range, from 1% seconds through 4% minutes | brackets and gears 

duration! The exclusive “Joy Stick” control also provides | are available to fit 

gradual start/stop from zero to the preset maximum desired | 4!l zoom lenses 

speed. Exceptionally smooth and silent in operation, the J-4 | 2d all 35mm and 


zoom control is ideal for all studio and location filming. bissiae > lot ger 


For further information, please write to: 


omen ES<erecucts 


Technology InThe Service Of Creativity 
2037 Granville Avenue, Los Angeles, California 90025 
Telephone: (213) 478-O711 Mf Telex: 69-1339 Hi Cable: Cinedevco 


WITH | @FERITHMETIC® 


For instance: For a one-day documentary 
You need an Arri 35BL for a shoot you prefer an Eclair NPR. 
big commercial one day. 


The next job calls for 
a CP/16A on a sound-on- 
film interview. 


These three cameras cost $58,570.00 
You can rent all three for 359.00 


@FERITHMETIC* SAVES YOU $58,211.00 


SAVE EVEN MORE BY NOT RENTING ANYTHING ON SLOW DAYS 
@FERITHMET IC* works like this: 


Rent exactly the right gear for each job, charge rentals off to 
expense. No continuing payments eat up profits between jobs. 


Qtlarita Film Equipment Rentals 
5 : 1848 Briarwood Rd., NE, Atlanta, Ga. 30329 
Send $1.00 for rental catalog and an Aferman T-shirt, or a polite request for the catalog alone. 404/633-4101 
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“MAN BELONGS TO THE EARTH” 
Continued from Page 1166 


Chief Dan George, of “LITTLE BIG 
MAN” fame, provides further insight 
into his people’s attitude toward nature 
during the course of this spectacular 
motion picture. “Everything that lives 
on Mother Earth is precious,”” he says. 
“The way Mother Earth was given to us, 
that’s the way it should be.” 

The scope of environmental prob- 
lems is powerfully conveyed on the 
enormous curved screen. Ninety feet 
wide by 65 feet high, or approximately 
the height of a 6-story building, it 
occupies most of the audience’s field of 
view. The IMAX ultra-hi-fidelity picture 
is made possible through a new system 
using a large-format camera and pro- 
jector. 


IMAX, developed by the Multiscreen 
Corporation of Galt, Ontario, Canada, is 
the world’s largest projection system. It 
is made possible by an Australian inven- 
tion known as the Rolling Loop, which 
transports 7Omm film in a horizontal 
configuration. The film moves in a series 
of waves so that each frame is laid 
against the lens individually, resulting in 
a steadier, sharper image than ever 
before experienced on an_ ultra-large 
screen. 

The process is best described as a 


super-large, super-steady hi-fidelity mo- 
tion picture system which fills most of 
the viewer’s field of vision, while com- 


pletely surrounding the audience with 
sound from a six-track stereophonic 
sound system. 

In keeping with EXPO ’74’s environ- 
mental theme, ““MAN BELONGS TO 


THE IMAX FILMING OF “MAN 


. BELONGS TO THE EARTH” 


By GRAEME FERGUSON 


Co-producer/Director 


THE EARTH” deals with “our national _— 


environment today—in our cities, the 
desert, the ocean and the mountains,” 
according to Robert C. Peters, its execu- 
tive producer. 

“It talks about the problems, and 
about some solutions,” he adds. 

For it, a Paramount film crew trav- 
eled throughout the United States, in- 
cluding Hawaii and Alaska. Scenes 
sometimes show the dread waste and 
destruction posing today’s serious threat 
to the environment, other times reflect 
the natural wonders that cry out for 
continued preservation. 

The film takes viewers on a wild raft 
ride down the rapids of the Colorado 
River, and puts them right next to a 
roaring inferno while men fight to ex- 
tinguish an oil well fire in Caspar, 
Wyoming. 

There’s beauty, and there’s also the 


- devastation wrought by smog, by pollu- 


tion and by man. 

As James Whitmore narrates at one 
point, ‘‘We’re the problem—but if we 
put our minds to it, we can be the 
solution. We've just got to decide the 
kind of world we really want.” 

“MAN BELONGS TO THE EARTH” 
was directed and photographed by 
Graeme Ferguson, produced by Roman 
Kroitor and Ferguson. w 


The true immensity of the huge (90 x 65 feet) IMAX screen inside the United States Pavilion at 
EXPO ‘74 is made obvious in comparison to the relatively tiny figure of the person standing in 
front of it. Stimulating an incredible degree of audience involvement, IMAX, the world’s largest 
projection system, was developed by the Multiscreen Corporation of Galt, Ontario, Canada. 


“MAN BELONGS TO THE EARTH” 
evolved out of a chain of events that 
began when the United States govern- 
ment people selected IMAX for their 
pavilion at Spokane because of the 
success that format had enjoyed at 
EXPO 70 in Osaka. The designer of the 
pavilion, Herb Rosenthal (who had also 
designed the IBM Pavilion at EXPO 70) 
had seen the IMAX presentation in 
Japan and wanted to have it in his 
pavilion at Spokane. The United States 
Department of Commerce people who 
were commissioning the building want- 
ed Roman Kroitor and me to work on 
the film because of our previous exper- 
ience in handling this large format. They 
chose Paramount Pictures as the produc- 
er of the project and asked that we be 
included to create the film. 

As a result, we were asked to make a 
film in the IMAX format that would 
deal with problems of the environment. 
At the same time, it was required that 
the film be appealing to a very wide 
audience. 

In researching the subject we found 
that there had been more than 1,000 
films made on environmental topics. In 
fact, there was a catalogue of ecology 
films that had 1,200 titles in it. We 
screened the best of those—more than 
100 different films—with the idea of 
finding out what had been done before, 
so that we wouldn’t be making a film 
that looked like other environmental 
films. 

In the course of viewing these films 
we noted that certain images appeared 
over and over and over again: the 
smokestacks, the polluted rivers, the 
dead fish, and so on. We knew that if we 
used those same images we would just 
be turning our audience off. Perhaps 
that was a negative approach, but it 
made it very clear in our minds as to 
what things we should not do. 

| approach film-making as a combina- 
tion writer, director and cameraman, so 
that from the beginning to the end of 
the film-making process I’m really com- 
bining all of these approaches: the 
writer’s approach and the cameraman’s 
approach, as well as the director’s ap- 
proach. For this reason, in the making 
of ‘‘MAN BELONGS TO _ THE 
EARTH”, we never did write what one 
would call a final script. We had an 
outline with certain subjects indicated 
that we wanted to cover, but then we 
would keep our eyes open and keep 
readjusting and revising right up until 
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the very end, actually. 

For example, we knew that at the 
close of the film we would need a 
dramatic sequence that would deal with 
an environmental crisis of some sort, 
but we didn’t know what it would be. 
We waited for six months to see what 
would develop and we were getting 
somewhat discouraged at that point. 
Then, at the very last moment, what 
broke out was the largest oil well fire in 
the history of the United States. We 
went there and stood by and filmed the 
work of the Hellfighters as they put the 
fire out. They had a lot of trouble doing 
it and finally had to shoot off 500 Ibs. 
of explosives, the biggest explosion they 
had ever set off. 

We were able to do a sort of candid 
coverage of this event as it took place 
and we captured the suspense of the 
situation. For example, they fired off 
one charge and it appeared that the fire 
was out, but then it erupted again. We 
were able to use this failure in the final 
film to keep the audience involved. 

| have a very strong feeling in struc- 
turing a documentary film that it must 
be structured as closely as possible to a 
fictional film. It must include the very 
elements that you put into a fictional 
film—suspense, drama, excitement. So, 
when we are making a film, | look for 
things like that, the same sort of things 
we would put into a fictional film, and 
try to incorporate them to give the film 
a dramatic structure of suspense: 

Roman Kroitor and | work very 
closely together on our various projects 
and our working relationship is very 
flexible, so that the question of who 
does what varies from film to film. We 
were co-producers on the EXPO 74 film 
and, in this case, | was the director/ 
cameraman. But in the case of the 
“CIRCUS” film that plays in Florida, 
Roman was the director, John Spotton 
was the cameraman and | was simply 
the second unit director/cameraman. On 
“MAN BELONGS TO THE EARTH”, 
my work stopped dead the moment the 
shooting was finished, and Roman did 
all of the final work. He supervised the 
editing, the mix and everything else. | 
had nothing to do with those phases 
because | was, at that moment, produc- 
ing. and directing a new comedy for 
Ontario Place. So we are quite flexible. 
We fit into different roles, depending 
upon what the film requires. 

Technically speaking, our approach 
to the EXPO 74 project was not particu- 
larly different from that which we've 
used on previous IMAX productions. 
The IMAX camera was the same one we 
used for EXPO 70 and the Ontario Place 
films, | regret to say. We had always 
hoped that we could proceed with the 


The IMAX film, with each frame 15 perforations wide, is projected by means of a horizontal 
70mm projector developed by Multiscreen. Film transport in this unique configuration is made 
possible by an Australian invention known as the “Rolling Loop’, which moves the film in a 
series of smooth waves, as opposed to the relatively jerky action of an intermittent movement. 


building of what we call our “Mark II” 
IMAX camera, a much more sophisticat- 
ed camera with a more efficient blimp. 
However, we’ve never had the funds to 
build this Mark II camera, so we are still 
working with the same old camera. 

The 30mm wide-angle lens is still our 
basic lens, because it gives the audience 
the closest thing to the correct perspec- 
tive for the theatre, but we use other 
lenses also, up to and including the 
600mm. On this picture we didn’t use 
the blimp very much. We used it mainly 
for the sequences with Chief Dan 


George. On the other hand, the comedy. 


we've done for Ontario Place is a fic- 
tional film with a script and actors. It’s 
almost entirely sync sound, so we've 
used the blimp continually. It’s not 
really a very good blimp, but we strug- 
gle by. The IMAX camera will take a 
1,000-foot magazine, but we prefer to 
work. with the 500-foot magazine, 
which makes the camera much more 
maneuverable. 

The airplane used for the aerial shots 
in the film was a Piper Aztec, with the 
camera mounted in the nose of the 
luggage compartment. The nose cone is 
removed so that just the lens sticks 
through the front bulkhead. The nose 
cone can be screwed back on easily and 
we kept it in the plane so that we could 
fly long distances in a normal configura- 
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tion, land, take the nose cone off to 
make our shots, put the nose cone back 
on and fly to another location. We've 
chosen this aircraft because it’s the most 
maneuverable twin-engine plane that 
we've been able to find. You can do 
things with that plane that you just 
can’t match with any other camera 
plane around. We’ve used the same 
plane and pilot on five different IMAX 
films and we’re very happy with the 
results. 

We used this plane to shoot two 
sequences for the film. The first was the 
opening shot of the picture that runs for 
more than two minutes. It’s a shot from 
the top of the Grand Canyon down to 
the Colorado River at the bottom. The 
second was a shot flying through the 
bottom of a strip mine. That’s the kind 
of shot you really can do only with an 
Aztec. 

There are also a few helicopter shots 
in the picture, most notably the shot of 
1,500 motorcyclists taking off on a race 
across the desert near Barstow, Califor- 
nia. We got the helicopter from Western 
Helicopters in the Los Angeles area and 
we used our own helicopter mount—the 
simplest helicopter mount in history. 
It’s nothing but a rubber band (actually 
a length of surgical tubing) and we 
simply hang the IMAX camera from this 
Continued on Page 1219 


ASC MOURNS WALTER STRENGE 


On Labor Day, September 2, 1974, 
Walter Strenge, ASC passed away at his 
home in North Hollywood, California. 
Walter Strenge passed away in the only 
way he would have allowed, between 
segments of ‘“‘MARCUS WELBY, MD”, 
and taken by surprise. 

At the age of 76, looking about 62, 
he was still very active as the regular 
Director of Photography on the 
“WELBY” show at Universal Studios. 
He had spent the week before scouting 
locations for upcoming segments of the 
program he had filmed from its incep- 
tion. 


At his Memorial service, held in his 
church in North Hollywood where he 
had been an active member for many 
years and greatly loved by his fellow 
parishioners, he was eulogized as ‘‘the 
only cameraman who could make me 
look so good” as quoted by his pastor 
from the statements of one of the many 
in the parade in front of his cameras. 


Walter began his career in motion 
pictures as a newsreel cameraman and 
later went to work with the Famous 
Players—Lasky in New York. During the 
twenties and early thirties he had been 
very active in the affairs of his local 
union in New York. 

In 1934 Strenge came to California 
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and immediately plunged into filming 
and ASC activities. 

The ASC was one of Walter’s abiding 
loves and, throughout the years, he was 
an integral part of the ASC. It was his 
habit to call the ASC office each day 
during lunch break at the studio to find 
out if there was anything happening 
that he should know. 

Since 1934, Walter worked for every 
major studio in Hollywood and received 
a nomination for an Academy Award in 
1958 for his work in the 20th Century- 
Fox, Cinemascope production ““STAGE- 
COACH TO FURY”. 


In 1955 he received a nomination for 
an Emmy for “MY LITTLE MARGIE”. 
He won an Emmy for “MARCUS 
WELBY, MD” in 1970 and this year 
received another nomination for “A 
MAN CALLED JOHN”. 


He was the co-editor, with Arthur 
Miller, ASC of the first and third edi- 
tions of THE AMERICAN CINE- 
MATOGRAPHER MANUAL and, with 
Charles G. Clarke, ASC of the fourth 
edition. 


For several years, in the early 60's, 
he wrote a question and answer column 
in the PMI magazine and also in the 


AMERICAN CINEMATOGRAPHER 
and in recent years he has co-authored 


the question and answer column with 
Charles G. Clarke, ASC in the AMERI- 
CAN CINEMATOGRAPHER. 

Over the years, aspiring cinematogra- 
phers found a willing ear and an unstint- 
ing urge to help them in Walter Strenge. 
He opened the doors of his home to 
many young men in the industry to 
discuss the various aspects of cinematog- 
raphy and to unburden themselves as 
they endeavored to break into the in- 
dustry. 

Strenge served as both President and 
Treasurer of the ASC and, for many 
years, on its Boerd of Directors. 

As a cinematograner Walter Strenge 
was willing to take his valuable time and 
test new products, often ‘sticking out 
his neck’’ to use a product during a 
regular segment of the picture on which 
he was working. His interest in develop- 
ing the technology of the industry was 
such that he would “at least try it 
once.” 

At one time Walter was offered two 
days’ work with the apology that it 
wasn’t more time. His reply was, 
“That’s okay, all | want to do is work.” 
And that was truly all he did want to 
do. 

Lord, help us, there must be a 
camera in that great sound stage in the 
sky. 
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Sony’s AV-3400 was the first complete portapak. 
Sony’s AV-8400 is the second. And the third. 


Of course, you know the AV-3400, 
the famous portable VideoRover ® 
System that made high-quality 
in-the-field video recording practical. 
Simple to operate, easy to Carry, 
inexpensive to buy, the AV-3400 stilt 
leads the field in portable black and 
white 42”-tape recorders. 

But now it’s not the only 
VideoRover from Sony. Because now we 
have the AV-8400. And the AV-8400 is a 
most unusual machine. 

It can grow as your needs grow. 

As the AV-8400BW,, it’s a second- 
generation black and white recorder. 

All solid-state. Built-in sync generator. 
Meets EIAJ-Type | specifications. 
Self-threading with the new Sony 


auto-thread reel. And the capacity 
to be transformed at minimal expense 
intothe... 

AV-8400C Color VideoRover— 
light weight and versatile, the highest 
quality portable ¥2” color unit yet 
designed. Records NTSC standard 
color signals. Built-in drop out 
compensator. Powered by a self- 
contained battery pack, AC current, or 
car battery. Records from color video 
cameras (such as our new DXC-1600), 
monitor/ receivers, or other video 
recorders. Compatible with the AV-8650 
for full editing capability. Excellent 


portable source for your videocassette 
system. The best. From Sony. 
From anyone. 

Which portable is right for you? 
For black and white only, at the lowest 
cost, choose the standard of the 
industry—the AV-3400. 

For black and white now, but 
color in the future, you'll choose the 
one that can grow—the AV-8400BW. 


For color—the finest color now, 
the top quality AV-8400C—and the 
new DXC-1600 color camera. 


Get the details. Write today. 


Sony VideoRover. Your choice. 


Sony Corporation of America SN-198 
Video Products Dept. : 


: 9 West 57th Street, N.Y., N.Y. 10019 


: Gentlemen: 
: 0 Please send data on the Sony AV 3400 


AC-104 : 


and AV 8400. 


Py 
: (CO Please arrange for a demonstration. 


NAME 


TITLE 


ORGANIZATION 


ADDRESS 


city 


STATE zip 


. 
. . 
. 

° 

. PHONE (areEA CODE 

. 
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TYPE OF BUSINESS 


“IM TLR”... 
ALWAYS ONE STHP AHEAD 


The new Senior “F” and Light Professional Tripod Heads 
to supplement present ‘Miller’ Lines. 


* 


FEATURES INCLUDE: te *K The “F” Head will support 

, Bee . aa medium weight 16mm 
Pan Unit permits (full 360°) Z et _ Cameras up to 15 Ibs. and the 
horizontal traverse between : LP-2 Professional Fluid Head 
full fluid drag and free slip for ee | will support up to 30 Ibs. 


filming fast moving objects ee Both are available with or 
or events. al a without the Slip Pan Unit. 


Slip Pan Units are available 
to convert older “Miller” 


Full fluid action tilt (full 90°) Fluid Head models for this use. 


either way with more positive 
tilt control and Lock, in ' y There is a Miller Tripod ideally 
any traverse. _ sé  \ suited to every Miller Head. 


U.S.A. PATENT NO’s. 3,712,571 and 3,592,429 
Others Pending. 


_ 3 


MILLER PROFESSIONAL EQUIPMENT 
6500 Santa Monica Boulevard / Hollywood, California 90038 / Phone: (213) 466-5105 


CRYSTALINK 
Wireless Receiver 


for CP-16 Reflex and Non-Reflex Cameras. 


The extremely sensitive and powerful Crystalink wireless receiver 

_Designed by unit features the use of helical resonators, a device which permits the 

Cinema Products frequency to which the receiver is tuned to pass freely while blocking 

in cooperation with | any strong adjacent frequencies that would normally overload con- 
Vega Electronics. ventional front end amplifiers. 

The Crystalink wireless receiver (Model CL-1) is mounted between 
the CP-16 camera body and the Crystasound amplifier, adding ap- 
proximately 1” (25mm) to the width. The Crystalink wireless receiver 
is powered by the same NC-4 battery pack which powers the entire 
CP-16 camera system (including the Crystasound recording system). 

The back panel of the fully professional Crystalink wireless receiver 
consists of an on-off switch, a volume control, and a field signal 
strength meter which indicates if there is sufficient RF signal strength 
to insure quality reception. 

The et pa VHF wireless receiver can be used in conjunction 
with the Vega cordless transmitter (Model 55) and the Vega cordless 
microphone/transmitter (Model 54), as well as similar units. 
Receiver/transmitter frequency combinations can be specified for 
many of the popular radio/mike frequencies. 


Wt 


Vega Model 54 
| veoe sigue SE ES 


For further information, please write to: 


enema GS<enocuets 


Crystalink Wireless Receiver — Technology inThe Service Of Creativity 
shown in use with interchangeable 2037 Granville Avenue, Los Angeles, California 90025 
flexible spiral antennas. Telephone: (213) 478-0711 ™ Telex: 69-1339 @ Cable: Cinedevco 


LPG SOUND CAMERA 
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CREATORS OF DISTINCTIVE IDEAS 

AND DESIGNS FOR 

SPECIAL PHOTOGRAPHIC EFFECTS FOR 
MOTION PICTURES AND TELEVISION 


TITLES - GRAPHICS - MINIATURES 
BLUE BACKING - INSERTS 

MATTE PAINTINGS - OPTICALS 
SPECIAL UNIT PHOTOGRAPHY 


Main Office: PARAMOUNT PICTURES 
5451 Marathon Street, Hollywood, Calif. 90038 
(213) 463-0100 


LIGHTING, GRIP EQUIPMENT, 
LOCATION VANS, PROPS, GENERATORS, 
RENTALS / SALES / SERVICE 


333 WEST 52nd ST., N.Y. , N.Y. 10019 (212) CI 6-5470 
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HOWARD A. SS 
ANDERSON CoO. 


For more than fifty years Charles Ross has made the 
impossible possible for the thousands of motion pic- 
ture producers who demand the finest and most mod- 
ern lighting equipment. We are the East’s only spe- 
cialist. We have been around the longest. We have 
the largest lighting inventory. We even supply light- 
ing suppliers. 


For a replacement bulb or lighting for a complete 
motion picture or television set, call Ross first! 
® SOLE DISTRIBUTOR OF MOLE-RICHARDSON COMPANY PRODUCTS IN GREATER NEW YORK 


Send for a rental rate schedule! 


4, Re ee ee ee te ee ee 


333 West 52nd Street 
New York, N.Y. 10019 


Gentlemen: Please send me 
a free copy of your rental rates. 


THE WASHINGTON STATE PAVILION 


FILMING “ABOUT TIME” 


Continued from Page 1185 


their own points of view and represent- 
ing, in all likelihood, differing factions 
within the political sphere of the State, 
none with film experience or knowledge 
of the nomenclature of our business?” 


We found a formula that is perhaps 
as close to ideal as is attainable. First, 
we built two scale models. One was a 
model of the pavilion interior, showing 


in detail the exhibition, ramps and 
theater. We photographed the model 
with close-up lenses, and, utilizing a 
two-screen slide presentation, literally 
“walked” the Legislature through the 
pavilion. The second model we fabri- 
cated was a box 4x4x8-feet wide, with a 
rear projection screen and mylar mirrors 
at either end. We edited down some 
scenes from an earlier Washington State 
film, and rear-projected them onto the 
screen. 

Our theater defied verbal description. 
(How do you explain the concept of a 
filmic image that expands infinitely . . . 
and by using mirrors?) And this, in fact, 
was what we proposed doing! 

After an orientation as to the goals 
of EXPO ‘'74—a “‘walk’’ through the 
exhibit via slides, and a description of 
the theater—we took a 15-minute break, 
and permitted all to view the scale 
model and peek into the mirrored box, 
to experience the “infinity image” ef- 
fect. 

The key element in the success of the 
presentation (one perhaps not new, but 
certainly one that more producers 
should find an invaluable selling tool) 
was the use of a magnetic tape recording 


of the film concept. We produced a 
25-minute tape, professionally narrated, 
complete with music and sound effects. 
At the proper time, the room was put 
into complete darkness, the audience 
was asked to close their eyes, sit back, 
conjure up their own visual images, and 
enjoy themselves. It really works! Short 
of the actual completed film, | have 
found no technique more effective in 
selling a film to a large group than 
letting them create visual images in their 
own minds. Who can argue with the 
personal interpretations that one creates 
for oneself? 

The Film Treatment was approved, 
and we were on our way! (Two years 
later, when we premiered the film, one 
of the legislators came up to us at the 
pavilion to tell us how much he had 
enjoyed it, and left us with the com- 
ment, “It was great... but it was quite 
different from the film you showed us 
in your original presentation two years 
ago!"’ We had difficulty convincing him 
that the film he “saw” had only been in 
his mind. What better proof of the 
effectiveness of the taped presentation 
technique?) 

Continuued on Page 1230 


(LEFT) The awesome 125-foot spread and 25-foot circumference of this Broad-Leaf Maple tree, discovered after a lengthy search, made it a perfect 
natural “character” for the film. (CENTER) Director of Photography Jack Priestley and Mo Brown check out Grip Marty Nallan’s (green jacket) 
placement of the camera for a down shot from a branch of the tree. (RIGHT) Lacking a Chapman crane, the company pressed a “cherry-picker”’ into 
service for vertical panning shots of the tree. Thay would have preferred a helicopter, but limited space prohibited its use. 


(LEFT) Second Unit Cinematographer Charles Groesbeek, positioned precariously in a doorless DC-3 to shoot some dramatic models of mountain 
peaks. Unpredictable air currents made for some harrowing experiences. (CENTER) Shooting from the chairlift at Mission Ridge, Washington, an 
establishing shot for the “thrill” rides that follow in the film. (RIGHT) Groesbeek hand-holding a 35mm Arriflex with heavy anamorphic lens to 
capture close-up footwork of skiers. 
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(TOP) Scene of the spectacular ‘‘Double 10’ Celebration 
in Taipei, Taiwan, shot with the panorama camera for 
“THE TAIWAN EXPERIENCE”. Cameraman Richard 
Lair, far right, with 35 mm Arri. ; 


wasn) = Hen 


nun tla 
nib 


of the Republic of China. 


— J Me (CENTER) Beautiful masks and costumes used in the ee | a. SF 
ie ce 3 Chinese opera. “THE TAIWAN EXPERIENCE” includes eS oe -— oe 
: most interesting glimpses into the artistic and cultural life i ‘he 


(BOTTOM LEFT) The complex computer console used to 
program the thousands of effects used in ““THE TAIWAN 
EXPERIENCE”. (RIGHT) View inside the control room, 
showing banks of Carousel and Pageant projectors. 


“THE TAIWAN EXPERIENCE” 


Continued from Page 1195 


The theater installation in Spokane 
was handled in close conjunction with 
the architects and contractor. All work 
was double checked to assure a mini- 
mum of final installation problems. 
Much of the equipment for the show 
was custom engineered in our San Fran- 
cisco shop, tested and then shipped to 
Spokane. Including prewiring of the 
system, almost two months were re- 
quired to complete the theater installa- 
tion. When we previewed the show in 


late March, we were the first contractor 


on the fair site to complete a pavilion. 

David Sacks, executive producer and 
president of Electrovision Productions, 
Inc., likens the show to hundreds of 
thousands of parts of a 707 jetliner 
spread all over the ground; when they’re 
properly assembled, it will take off and 
fly hundreds of people all over the 
world. Our show took off under its own 
power, and enraptured even those of us 
who had prayed weeks before to have 
the strength just to see the damn thing 
over with. With final timing of the 
motion picture, both in length and in 
color and density, equalizing the theater 
sound system, topping off the bubble 
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machines and other special effects, the 
show was ready to excite, intrigue, and 
entertain audiences from all over the 
country. 

The Electrovision ““EXPERIENCE” 
format offers audiences something other 
multi-media presentations cannot. Elec- 
trovision has tried ideas on the public 
for over five years now, and is evolving a 
new form of medium. Typically, multi- 
media shows never repeat a format; 
usually they are designed for one-time 
use. Electrovision has evolved one for- 
mat to a very refined state, and it was 
exciting to be able to work with them 
to advance the medium even further. #& 
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“OPERATION DOOSS” 


Skeptical professional cameraman, invited to shoot the very first 
tests of a new Super-8 sound camera, is amazed to find it is a fully 
professional instrument delivering superb sound and picture quality 


By GENE LESTER 


Gene Lester Productions, Hollywood 


Take a hardnosed guy who for thirty- 
five years has been filming on 16mm 
(with a few interludes of 35mm and 
70mm _ thrown in) and hand him a 
Super-8 camera and I'll bet you ten to 
one he'll look it over, give it back and 
say, ‘Forget it!’’ 

Sure, | know that Super-8 is now 
being ballyhooed to the skies for com- 
mercial and industrial and educational 
filming; so fine, | say, let it end there, in 
the offices and the schoolrooms or in 
those handy tote-projectors...and 
most of those films are reduced from 
16mm and even 35mm. 

But it was early in June when | 
happened to drop into the Hervic office 
on Ventura Blvd. in Sherman Oaks to 
see a friend (Walter Zadanoff, National 
Operations Manager) that | noticed a 
buzzing in the atmosphere and execu- 
tives running into offices and locking 
doors. Either there was a deep dark 
secret being kept under wraps, or they 
were maybe ‘running a porno flick. 
Knowing the respectability of the Hervic 
staff, it had to be the former, and sure 
enough, it was Walter himself who let 


the cat out of the bag. First he intro- 
duced me to Antoine Gallozzi, whose 
name may be Italian, but he has all the 
French charm of Louis Jourdan. An- 
toine (Tony) turned out to be the 
factory representative of Beaulieu of 
France, who was now making his head- 
quarters here. 

Cautiously, and with furtive glances 
at the doorway, Tony unwrapped a 
camera that looked like the Beaulieu 
4008 zoom but maybe just a little tiny 
bit bigger. | took it from him with a “so 
what” attitude and started to study the 
instrument. The first thing that hit me 
was a little Din plug with the “mic. 
input” label. Then | saw a “sound level’’ 
button. And the next thing | said was, 
“Well, I’ll be a sonofabitch,”” when the 
realization hit me that this gadget was a 
single-system sound camera. It was 
called the 5008S. 

| had seen Kodak’s Ektasound and 
was quite impressed with it for amateur 
use, but this instrument in my hand was 
a precision-made professional-type cam- 
era. It was then that | saw the lens and 
cracked up. In 16mm | was happy with 


Veteran cameraman Gene Lester, looking a bit dubious, waits to shoot the Mickey Mouse parade 
at Disneyland with the new Beaulieu 5008S Super-8 sound camera. Never having shot Super-8 
before, he gave the camera the “acid test’’ under a wide range of difficult conditions and found 


that it performed perfectly in every case. 


i 


Ll world? ~--»~ saxk-amenice 


a 10-to-1 zoom ratio at F/2.2. Well, here 
was a 6-to-80mm Angenieux zoom (over 
13-to-1) with an opening of F/1.2. How 
about that? On high speed film, it 
would shoot by candlelight. 

Naturally, the first thing anyone asks 
about a new sound camera is, ““‘How 
good is the sound?” They all shrugged. 
Because the camera had just that day 
arrived from France, no one had had a 
chance to try it, although the tests made 
in France had claimed a response of 50 
to 12,500 cycles at 24fps. When Walter 
and Tony showed me the specs, still in 
French and not yet translated, | said, 
“This | gotta see!” 

Walter came up with the bright idea. 
“Okay, Gene,” he said, “How would 
you like to be the first one to make a 
movie with this camera?” 

“Yeah, fine,”” | answered, ‘““What do 
you want shot?” 

“We'll leave that entirely up to you,” 
was the reply. 

Hmmmm! Here was a camera that 
had never been used for making a film, 
and | was supposed to give it the 
baptism of fire. What if | goofed? What 
if the camera goofed? Well, it wasn’t 
exactly like being the first man on the 
moon, or the first guy to discover sex, 
but for an old creep like me being the 
first to try a new mini-sound camera 
... well, why the hell shouldn't | feel 
good? 

By now I found that the Hervic 
Corp. had received five cameras, all 
prototypes, and hadn’t even shown 
them to the employees. Two days later, 
they would unwrap them for the staff, 
pour a few magnums of French cham- 
pagne, and celebrate the unveiling to all 
the employees who had been sworn to 
secrecy under penalty of death, starva- 
tion or imprisonment on Devil's Island. 

That was the day |! grabbed the 
camera, inserted a sound film cartridge, 
set the voice level on automatic, the 
ASA on 40 (indoor Kodachrome), 
flooded the room with a quartz light, 
plopped an Electro-Voice 635A mike 
on a nearby desk, left the exposure on 
automatic and just pressed the button 
and let the film roll. There was a 
mixture of daylight from the big picture 
windows, fluorescent light from the 
overheads, and the 3200° Kelvin light 
from the quartz light. Late that day, we 
rushed the cartridge down to Eastman 
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lab and asked for a RUSH for the next 
morning. Then we all held our breaths 
for 16 hours. What would our baby be, 
a hit or a zonk? 

Thanks to Bill Peterson at Kodak 
Lab, we got our film as promised, 
threaded it into a Heurtier Super-8 
sound projector and all signals were GO. 
Everybody wanted to see. The executive 
staff had taken their places and the 
secretaries and service staff were poking 
their noses around corners. With the 
opening scene everyone gasped and let 
out a “Wow!” in unison like the Johnny 
Mann singers doing a Chevy commercial. 
| merely gulped. Here was a film that 
was fully as good as anything | had ever 
done in 16mm single-system sound on 
an Auricon or CP-16. Sharp as hell, and 
the sound just as good as any of the best 
of the high-priced portable cassette re- 
corders. 

So now to really give it a rough go. | 
would use the camera under all types of 
conditions as a professional would. | 
wanted to hear what music would be 
like...not re-recorded music, but 
LIVE music. So | hied myself off to 
Disneyland and filmed the All American 
college band, the Mickey Mouse parade, 
and at night even the electric parade. 
The recording was fantastic. No wows 
and if there was any flutter, it was 
undetectable. 


Next, | dropped in at UCLA where 
my daughter and her partner were to 
perform an Hungarian dance. This gave 
me the opportunity to try re-recorded 
music. Same result. 

Okay, now let’s hear people talking, 
not on sound stages, but around swim- 
ming pools, in traffic, at a graduation. 
Here is where we ran into the same 
conditions that the 16mm _ guys run 
into. Unless you get the mike close 
enough, you pick up all the surrounding 
noise. BUT, the speaker’s voice came 
through loud and clear over this sur- 
rounding noise. By leaving the sound 


The handsome new Beaulieu 5008S single/double system Super-8 sound camera, far from being a 
sleek toy for the amateur who has everything, is actually a highly sophisticated, but easy to 
operate, professional instrument. The sharp picture and incredibly fine sound it records make it a 
valuable new light-weight tool for newsreel, industrial and educational filming. 


monitor on automatic, | found that as 
the camera starts, the automatic level 
control searches for sound and it comes 
up with a high level of extraneous noise 
until the talking starts. BUT, by switch- 
ing off the automatic and using the 
volume control and taking a level of the 
speaker’s voice, you can eliminate that 
background noise considerably and the 
quality of sound is much better. 

The real test came when | called my 
friend John Mclihenny of KMPC’s Air- 
watch helicopter and asked him if | 
could shoot sound movies of him while 
he was on the freeway patrol. John was 
delighted with the idea and invited me 
along on his early evening ride. Since it 
was a Bell glass bubble-type helicopter 


and the passenger sits alongside the 
pilot, | needed the widest angle lens just 
to get a full-face closeup of John. We 
were less than three feet apart. Focusing 
on John and zooming back to the 6mm 
position, | was able to get John from 
the shoulders to the top of his head, and 
would you believe that at a focus of less 
than three feet, the freeways and the 
mountains were in perfect focus? 

The noise of the chopper blades was 
so loud that | thought | would never get 
clear sound. In fact, when listening on 
the earphone supplied with the Beaulieu 
5008S, | could not hear what John was 
saying even though he held the Electro- 
Voice mike about two inches from his 
Continued on Page 1221 


(LEFT) Walter Zadanoff, National Operations Manager for the Hervic Corporation (exclusive American distributor of Beaulieu cameras), is filmed 
holding the new 5008S in his office. (RIGHT) Disneyland cameraman, with his Beaulieu NEWS-16 camera, tries his voice on the 5008S, as Gene 
Lester listens on the earphone. Both cameramen were waiting for the start of the Mickey Mouse parade. 


THE NEW BEAULIEU “5008S” SINGLE/ DOUBLE-SYSTEM SUPER-8 SOUND CAMERA 


At last, a thoroughly professional single/double-system Super-8 sound 
camera that may well revolutionize newsreel and educational filming 


At a recent “pre-Photokina” press 
preview in Hollywood more than 70 
representatives of general and trade pub- 


lications gathered to experience a fa- © 


mous “first.” It was on that occasion 
that the Hervic Corporation (exclusive 
U.S. distributor of Beaulieu motion 
picture cameras for more than a decade) 
proudly announced the availability of 
the new Beaulieu “5008S” single-system 
and double-system sound Super-8 
camera. 

Press representatives crowded around 
to handle the three specimens of the 
handsome new camera that were on 
display and there was much favorable 
comment on the camera’s small size, 
light weight and sophisticated features. 
But the real surprise came during the 
projection of 20 minutes of film shot 
with the Beaulieu ““5008S” camera by 


professional film-maker Gene Lester 
(who had never handled a Super-8 cam- 
era before). This footage represented a 
true “acid test’’, since Lester had shot it 
under a wide range of exterior and 
interior conditions. 

Projected on a four-foot screen, the 
images (shot with the new Angenieux 
6mm-80mm F/1.2 13.3-to-1 zoom lens) 
were amazingly sharp. But what really 
impressed the highly critical audience 
was the extraordinarily good quality of 
the sound. Even though reproduced by 
means of the somewhat less-than-profes- 
sional amplifier and speaker system of 
the projector, the sound coming off of 
the tiny magnetic stripe of Kodak’s new 
Ektasound Super-8 cartridges was so 
sharp and clear as to be of “‘theater’”’ 
quality—far better, in fact, than most 
16mm optical sound. 


It was after this demonstration that 
it became quite obvious that the new 
Beaulieu ““5008S” camera is not a mere 
toy for the well-heeled amateur who 
must have the latest and best of every- 
thing. It is, in every respect, a truly 
professional Super-8 sound camera. As 
such, it offers some interesting new 
possibilities. For example, some local 
television stations may decide that a 
newsreel cameraman equipped with a 
“‘low-profile’” 5-pound camera package 
(that shoots inexpensive Super-8 film) is 
more functional than a cameraman lug- 
ging a 25-pound camera package. Teach- 
ers making their own limited use films 
for educational purposes should find 
this camera very handy indeed, as will 
many professionals working on scien- 
tific and experimental projects. 


Two views of the new Beaulieu “5008S” single/double-system Super-8 sound camera, a thoroughly professional instrument that produces sharp 
pictures with incredible sound quality. Compact in silhouette and weighing only 5 Ibs., 10 oz. (with Angenieux 6mm-80mm zoom lens mounted), it 


is easily hand-held and presents the “low profile” that can be an important plus in newsreel filming. 


(LEFT) The new Angenieux 6mm-80mm, F/1.2 zoom lens (with the amazing zoom ratio of 13.3-to-1) has a special looking device that can limit 
zooming from 6mm to 40mm for steady hand-holding. (RIGHT) Despite its extremely sophisticated electronic capabilities, the ‘‘5008S”’ is as easy to 
operate as an amateur camera. Only a few controls (all located on the left side of the camera) are needed to insure perfect picture and sound quality. 
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The new professionally designed 
“5008S” camera provides both S/VGLE 
and DOUBLE system sound capabilities, 
as well as “‘silent’” mode of operation. 

The “5008S” is equipped with a 
totally new Angenieux 6-80mm zoom 
lens, F/1.2 (13.3 to 1 ratio). An impor- 
tant feature of the Angenieux 6-80mm 
zoom lens is its “Special Locking 
Device’ which limits zooming from 6 to 
40mm (for steady hand-held filming), if 
so desired. 

Beaulieu’s “5008S” features “XL” 
(Existing Light) filming capability... 
no need for movie lights in order to 
capture on film a special sequence or 
event. Exciting NEW Features of the 
Beaulieu “5008S” include: 

* BUILT-IN SOUND AMPLIFIER 

* UNLIMITED LENS INTER- 
CHANGEABILITY 

* AUTOMATIC EXPOSURE CON- 
TROL (with Manual Override) 

* NEW BEAULIEU REFLEXMATIC 
MOTOR (Governs Exposure Accuracy) 
* ASA—25 to 400 

* VARIABLE SPEED CONTROL ON 
POWER ZOOM 

* MACROCINEMATOGRAPHY 
CAPABILITY 

* MIRRORED SHUTTER SYSTEM 
(No Prism Between Lens & Film) 

* LARGEST REFLEX VIEWING 
SCREEN 

* SYNC SPEEDS: 18 f.p.s. or 24 f.p.s. 


* NEW “Creative Filming’ BEAULIEU 
“5008S” ACCESSORIES 


CAMERA SPECIFICATIONS 


Sound: 

SINGLE or DOUBLE system sound 
modes. Sound-to-picture stagger is a 
standard 18 frames. A Light Emitting 
Diode, at the top of the viewfinder, 
pulsates when sound is being recorded 
in the single system mode. The Ex- 
posure Needle, when filming in the 
Manual single system sound mode, 
serves a “dual” function for Sound 
Modulation. 


Lens: 

New Angenieux 6-80mm (13.3 to 1 
ratio) F/1.2 Zoom Lens. The lens is 
equipped with a “Special Locking 
Device” which will limit zooming from 
6 to 40mm. 

“C” Mount LENS INTERCHANGE- 
ABILITY. (Unlimited “‘interchanging’”’ 
of 16mm cine lenses and 35mm lenses). 

“‘Macrocinematography” Capability. 
One-hand operation provides macro 
focusing from 2.8 feet (1%” field of 
view) continuous to infinity. 
Diaphragm: 

Fully Automatic Settings provided by 
the NEW Beaulieu-patent REFLEX- 
MATIC motor (which governs exposure 


MARCEL BEAULIEU (designer and manufacturer of Beaulieu motion picture cameras) is shown 
holding his newest creation: the Beaulieu ““S008S” single/double-system sound Super-8 camera. 
On the table top is a display of Beaulieu cameras designed within the last 20 years. They have 
always been noted for their high degree of sophistication, coupled with ease of operation. 


accuracy). Capability of Manual Over- 
ride. 

Correct Exposure “‘‘check” provided 
by needle indicator in the viewfinder. 


Zooming: 
Electric Power Zoom, with Variable 
Zoom Range from 4 to 18 (maximum) 
seconds. 

Instant Start/Stop. 


“Pre-Focus” Control: 

Fingertip pressure on the Pre-Focus 
Control button instantly and automati- 
cally zooms the lens to its maximum 
telephoto position; and, at the same 
time, automatically opens the dia- 
phragm to its maximum aperture. The 


camera operator is instantly provided 
with the shallowest possible depth-of- 
field required for critical focusing. 


Exposure Meter: 
Behind-the-Lens CdS Photo Cell. 


Reflex Viewfinder System: 
100% of the available light reaches the 
film. 

LARGEST and BRIGHTEST image 
on the viewfinder screen. 

“Divided Grain” Focusing Screen for 
more accurate focusing (which is “‘re- 
tractable” for a brighter image). 

An indicator at the bottom of the 
viewfinder shows that the film is ad- 
vancing. 

Continued on Page 1213 


French cinematographer Michel Karlof is shown working with the new Beaulieu “5008S” camera. 
The camera accommodates the standard Kodak Ektasound cartridges and may be used with a 
variety of microphones. Now immediately available, the “5008S” is exclusively distributed in the 


United States by the Hervic Corporation. 


about it... 


When you shoot a film, what else could 
you be making at the same time? 


When you organize a storyboard, what 
additional use does it have? 

When your client has more than one 
communication requirement for the same 
subject, what else can you recommend? 
A filmstrip, of course. 


All you have to do is select appropriate 
frames from the storyboard, convert 
dialog into commentary, and include a 
still camera with your equipment. 


In return for which, you will be providing 
your client with an opportunity to offer 
his message in two separate ways, for 
use with various audience sizes and for 
different distribution requirements. 


Meanwhile, you will be picking up extra 
income (and pleasing your client, too!) 


Isn’t this worth thinking about? 
Write for Free Catalog 


FRANK HOLMES 
LABORATORIES, INC. 


1947 First St. ¢ San Fernando, Cal. 91340 


@ ° (213) 365-4501 


CINEMA WORKSHOP 


Continued from Page 1140 


can be used to record voice cues or 
other pertinent information in addition 
to the pilot signal. This could come in 
handy for inaudible start-stop cues 
when using multiple cameras with radio 
slating. Because of this difference in 
pilot recording, a tape recorded on a 
two-track machine must be resolved on 
a two-track machine. 

Another specific feature of the Nagra 
two-track is the inclusion of universal 
pre-amplifiers. In the conventional 
units, plug-in pre-amps had to be inter- 
changed to match the type and 
impedance of each microphone. The 
universal pre-amps in the two-track 
model can accommodate almost any 
microphone on the market. It can even 
power the Sennheiser condenser micro- 
phones (815, 415, etc.) directly, with- 
out the necessity of a battery power 
supply (MZA—6/2, AKB-11, etc.). This 
is another headache the soundman can 
forget. 

Like any piece of new equipment, 
the two-track recorder not only solves a 
lot of old problems, that encourages the 
creative soundman to explore new tech- 
niques. On documentary productions 
two wireless mikes can be used, one on 
each of two subjects. The two receivers 
can fit right into the pocket on the 
Nagra case, each plugged into its sep- 
arate track. When covering a live event, 
one track can be used for the dialogue 
while the second track is used for 
ambience. For example, at a recent 
political event | used a two-track Nagra. 
The recorder and soundman were sta- 
tioned by the podium with one mike on 
the speakers platform picking up clean 
and pure voice track of the speaker. The 
second input (and track) was connected 
to a wireless mike receiver. The wireless 
mike was on me, the cameraman. As | 
moved through the crowd, my mike 


_ picked up the ambient sounds of the 


crowd in the vicinity of the camera. 

Back at the studio the mixer used 
mostly the speaker’s track. However, 
when the camera went wide to pick up 
crowd reaction (applause or jeers as the 
case may be), the mixer would bring up 
the ambience track which gave the 
audience a great feeling of presence that 
would have been lost if just the single 
speaker’s track were employed through- 
out. 

The two-track recorder makes the 
soundman’s job easier, enables the 
sound lab to do an infinitely better 
mixing job and encourages new and 
more effective techniques. Two tracks 
are better than one. a 
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BEAULIEU “5008S” CAMERA 


Continued from Page 1211 


Shutter: 

Guillotine type. Frame Exposure Time 
at 18 f.p.s. is 1/40th second, and at 24 
f.p.s. is 1/60th second. 


Trigger Release: 

Self-locking release button. Capability 
of Cable Release mode of camera opera- 
tion. 


Power Supply: 
NiCad Rechargeable Battery—500mA, 
7.2 Volt. Three-position power switch. 


Filter: 

Built-in Wratten 85 filter. Selector 
switch on camera for “‘indoor”’ filming 
situations, and ‘‘outdoor” filming situa- 
tions. 

Filming Speeds: 

18 f.p.s. and 24 f.p.s. (standard speeds 
for sound filming). 


ASA Speeds: 
25 to 400. 


Footage Counter: 

Graduated in both feet and meters. 
Indicates amount of film remaining in 
cartridge, and automatically resets when 
loading the camera. 

Eyepiece: 

Eyesight correction is + 2 diopters. 
Format: 

Super-8 (standard 50’ sound or silent 
Kodak cartridges). 


Dimensions: 

13%"" (overall length); 4” 
width) and 8%” (overall height). 
Weight: 

3 Ibs. 12 oz. (without lens); 5 Ibs. 10 oz. 
(with Angenieux 6-80mm zoom lens). 
AMPLIFIER SPECIFICATIONS 


Sound./nputs: 

3  sensitivities—low impedance mikes, 
condenser mikes and other line input 
sources 


(overall 


Voltage: 

1. 0.15 mV to 20 mV (Impedance is 
5,000 ohms) 

2. 3mV to 150 mV (Impedance is 
100,000 ohms) 

3. 30mV to 1.2V (Impedance is 
500,000 ohms) 


Power Supply: 

15 Volt, DC (built in) 

Bias: 

HF signal 60,000 Hz + 5% 
Non-attenuated Signal to Noise Ratio: 
57 dB 

Distortion at Maximum Modulation: 

less than 0.75% 

VU Zero Level: 

-10 dB with regard to track saturation 
Sound Level Control: 


Manual by potentiometer. 

Automatic maximum voltage on 
socket (1 = 20 mV) 
Frequency Response: 
50 Hz to 12,000 Hz (+ 1.5 dB) at 24 
f.p.s. 

50 Hz to 9,500 Hz (+ 
TDs. 


5 dB) at 18 


Sound Monitoring: 
1 headset (Impedance is greater than 
1,500 ohms.) 


Modulation Indicator: 
Needle indicator in viewfinder, and a 
Light Emitting Diode. 


Volume Control: 


Manual or Automatic 


Capstan Drive: 
Instant Start/Instant 
“garbled’”’ sound) 


Sound (no 


Feeler Arm: 

Senses the loop size of the film and 
regulates the capstan speed accordingly. 
There is no change in sound quality. 

Price of the NEW Beaulieu “5008S” 
SINGLE SYSTEM (and DOUBLE SYS- 
TEM) SOUND SUPER-8 Camera is 
$1448.00. 

For further information, contact 
Hervic Corporation, 14225 Ventura 
Boulevard, Sherman Oaks, California 
91403. (Phone: 213-981-2395). i] 


INDUSTRY 
oTANDARDS 


The reasons? Same ones that made | 
its parents, the Sennheiser MKH 804 
and 805 shotgun condenser micro- 
phones, industry standards. Plus an} 


important improvement. 


Just 22 inches long, the MKH 
815 performs like a 6-foot-long/ 


shotgun microphone, reaching out 


and literally isolating an individual ; 
or group, while shutting out ex- ; 
traneous sounds. At 14 ounces, it ; 


is easily hand-held or boom- ; 
mounted. 


The MKH 815. 
A “Star’’ before 
it was born. 


Yet in response, the MKH; 
815 is more like a studio micro 
phone, providing exceptional 
linearity and low distortion; 
throughout the audio spec-| 
trum. Plus the high output, low 


7A 


noise and high overload resist- 
ance characteristic of other 
Sennheiser condenser micro- 
phones. 

But beyond these advan- 
tages, and the proven reli- 
ability of its rugged ancestors, 
the MKH 815 features an ad- 
vanced interference design. 
By reducing the area of indi- 
vidual ports, resistance to pops 
and wind noise is improved. 
Eliminating the need for ac- 
cessory windscreens in many 
applications. 

As a result, the long, slim, 
inconspicuous shape of our 
shotgun condenser micro- 
phone is unseen-but-heard on 
more variety shows, motion 

a pictures, news broadcasts and 
other productions than ever 
before. For more information 
“about how it can help you, 
| please write or call us. 


ELECTRONIC CORPORATION 


10 West 37th Street, New York, NY.10018 (212) 239-0190 


Manufacturing Plant: Bissendorf, Hannover, West Germany 
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WHAT'S NEW 
Continued from Page 1132 


in the viewfinder shows that the sound 
is at the proper recording level, and an 
earphone plugged into the camera lets 
the operator hear the sound before 
filming begins. 

When the camera is running, both the 
indicator light and earphone function 
automatically as sound is being re- 
corded. A Hi-Lo audio gain switch 
permits adjustment for ambient noise 
suppression. 

Each of the cameras may be operated 
remotely with the microphone switch, 
when the camera is set in the run-lock 


mode. This exclusive feature allows the 
operator to appear in the film without 
an assistant to run the camera. 
Additional features found on the 
new GAF cameras include: a backlight 
button that provides one f/stop addi- 
tional exposure for backlighted subjects, 
separate buttons for checking the motor 
and electric eye batteries, under- and 
overexposure warning lights, a_ film 
movement and film end indicator visible 
in the adjustable through-the-lens view- 
finder, a remote control cord outlet, an 
outlet for recharging batteries or plug- 
ging in a battery booster pack, and a 
filter button and movie light plug for 
retracting the daylight filter when film- 


PORTA-KIT. 
The new lighting 
system for any 


location. 


systems 
mented P 
Porta-Kit 


ni 
W, 750W and 1000W iampa are the basics 
m. Revolutionary, fiberglass housing on 
toffers cool tO the-touch operation. 


A COMPANY W 


INC. 


THE RANK ORGANISATION 


20 Bushes Lane, Elmwood Park, N.J. 07407 / (201) 791-7000 


ing in artificial light. The cameras accept 
sound and silent type Super 8 film 
cartridges, 50 ft., ASA 25-160. 

The GAF SS 250 XL is equipped 
with an extremely fast f/1.1 power 
zoom (2.5 to 1) lens suitable for filming 
under low levels of illumination without 
supplementary lighting. The CdS elec- 
tric eye is located close to the lens. The 
zoom lens may be operated manually if 
desired. 

The GAF SS 605 camera has an f/1.7 
power zoom (6 to 1) lens, through-the- 
lens automatic CdS exposure system 
with manual override, through-the-lens 
focusing with microprism spot, and the 
other features common to the rest of 
the line. 

The GAF SS 805 camera has all of 
the above plus an f/1.7 power zoom (8 
to 1) lens with variable zooming speed, 
fade-in/fade-out control, a .6 neutral 
density filter for extremely bright light 
situations, and an adjustment that per- 
mits. “customizing” the automatic ex- 
posure level. 

The GAF SS 250 XL is supplied with 
microphone (earphone optional) and 
needs no lens shade. The GAF SS 605 
and GAF SS 805 are supplied with 
microphone, earphone, and lens shade. 

Suggested list prices are: GAF SS 
250 XL, $299.50; GAF SS_ 605, 
$359.50; and GAF SS 805, $399.50. 

For additional information, write 
Consumer Photo Products, GAF Corpo- 
ration, 140 West 51 Street, New York, 
N.Y. 10020. 


BERKEY COLORTRAN ANNOUNCES 
ITS LATEST PRODUCT 
DEVELOPMENT ... THE BERKEY 
BEAM 


Designed for theatrical applications, 
the Berkey Beam represents the first 
significant design innovation in theatri- 
cal lighting equipment in 30 years. The 
Berkey Beam is a variable spread el- 
lipsoidal reflector framing spot light. A 
rack and pinion zoom focus mechanism 
provides a continuously variable beam 
angle from 24° to 43° with soft and 
hard edge control. A 1000 watt Tung- 
sten Halogen lamp in a unique optical 
train develops 140,000 beam candle- 
power. An offset radical shutter design 
provides 60° angular rotation anywhere 
in the gate, with up to 120 degrees total 
angular rotation between blades. 

Lenses are fabricated of low expan- 
sion Borosilicate glass and supported by 
shock-absorbing silicon rubber mounts. 

For more information write to 
Berkey Colortran, Inc., 1015 Chestnut 
Street, Burbank, Calif. 91502. Tele- 
phone (213) 843-1200. Telex 67-7252. 
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DOCUMENTARY AS ART 


Continued from Page 1191 


emanate from Metromedia’s extensive 
sound effects library. 


Supervisor and sound editor for the 
Cousteaus is Charles Campbell. Under 
his experienced direction, the documen- 
taries have won three motion picture 
sound editor’s awards, commonly re- 
ferred to as the ‘Golden Reels’. 

Campbell believes that, ‘‘when our 
work is done as well as it can be done, 
audiences shouldn’t be aware that we’ve 
really done anything. There are show- 
case sequences,” he adds, “big thunder- 
storms and other exciting scenes, but 
primarily we just duplicate, as best we 
can, the sounds of life.” 

Metromedia’s sound effects library is 
indeed impressive, containing most 
sounds which relate to documentaries. 
But, according to Campbell, in THE 
TRAGEDY OF THE RED SALMON, 
“all the salmon splashes in the river and 
the salmon fighting their way upstream 
were created by simply placing a hand 
in some water and pretending that the 
hand was a salmon. When we came to 
the waterfall scenes though,”’ he noted, 
“~we searched the library until we found 
an effect that sounded like an appropri- 
ate waterfall.”’ ’ 

One of Campbell’s associates, Colin 
Mouat, tole me: “‘When | do my job 
well, people say to me: ‘What did you 
do in the film?’ But if you’re the music 
editor, they say the music was great, 
beautiful and brilliant.” When asked to 
explain sound effects in a simple, con- 
cise manner, he visualized this scene—A 
busy street in a major city, peak-noon- 
hour traffic: 


Track number one would carry an 
overall background track like a traf- 
fic flow. Track two, we might even 
put in the town hall clock striking 
twelve. /f there were people walking 
close by the camera, we would carry 
footsteps on cement which would be 
a combination of a couple of tracks. 
If there’s a policeman on the corner 
directing traffic, we would have to 
add police whistles for stop-and-go 
traffic. To add to the noon-time 
rush, an ambulance could be passing 
through a block away. Up to now, 
we have seven different sounds that 
would be running continuously, and 
maybe the scene would last fifteen 
seconds. Maybe it would be a dis- 
solve-in and a dissolve-out. Just a 
simple scene can have a lot of things 
happening. 

“There’s no glamour here,”’ conclud- 
ed Mouat. “’The only satisfaction is 
seeing the finished product... and say- 


ing there’s another Cousteau special | 
didn’t think | could get through. But | 
did. And it’s good.” 


Interlock 


The interlock is the first time Flaum 
and his staff are able to witness the 
music, sound effects and narration all 
together. They’re able to see if they've 
produced a jumbled mess or a beautiful- 
ly composed special. The interlock is 
usually held at Ryder Sound Studios in 
Hollywood and takes about twelve 
hours to complete. With a Jacques 
Cousteau special, there are usually a vast 
amount of tracks running simultaneous- 


ly, including Charles Campbell’s 8 to 11 
sound effects units, the Cousteau/Ser- 
ling narration tracks and Walter Scharf’s 
2 to 4 music sections. The tracks must 
be properly assembled and synchronized 
with the picture. Several Ryder staff 
members concentrate on creating the 
proper balance of sound, narration and 
music. Flaum is intense because follow- 
ing the interlock, he only has a few days 
to make changes before the final mix. 

| asked Flaum if he considers the 
Cousteau documentaries good examples 
of art film. “In many respects, the 
Cousteau films are art films,’’ he said, 
“but they are art films that take cogni- 


Why not get Takita quality 
at a price you can atford? 


TAKITA CP-2100 


Notch Cue System ¢ Hour Meter ¢ Footage 
Counter © Roller Gate © Available in 16, 35 
or Super 8 Formats e Picture Head with Aper- 
tures for Picture, Sound and Composite e 
Sound Head with Apertures for Sound only 
e Prints Picture and Sound Composite from 
two Separate Negatives, Single Pass Printing 
e “Convertible” Lamphouse with Manual Sub- 
tractive Filter Holder (2”x2”) e 22 Scene 
Semi Automatic Light Change ¢ Dual Speed 
90/120 fpm ¢ Edge Number Device  Auto- 
matic Subtractive color and Density Changer 
e Fade Device (accessory) ¢ Automatic Tight- 
wind Torque Motor Takeups e 2000’ Feed 
Flanges 


TAKITA OP-6100 


Notch Cue System e Hour Meter e Torque 
Motor Takeups Registration Pin on camera 
side ¢ Single image lens ¢ Six way lens mount 
e Available in a variety of formats e Registra- 
tion Pin Camera Side eReduces Image from 
one format to another e1200’ Daylight ope- 
rating camera magazines e Will accept inter- 
changeable camera heads e Standard Model 
Lamphouse 1000W with manual subtractive 
color filter holder (2”x2”) ¢ Automatic 
‘Scene to Scene subtractive Filter Changer 
System for Color and/or Density Correction 


Choose from a wide range of motion printers with the versatile Takita line, 
featuring a variety of accessories for virtually unlimited expansion. Takita offers basic 
units for the economy-minded laboratory desiring commercial quality printing. 
Takita’s in-the-field installation of accessories allows you to expand your versatility 
‘as your labortory’s need arises. Contact Cinecraft today to keep-up-to-date with 
Takita Motion Picture Printers! Write for New Complete Catalog. 


CINECRAFT INTERNATIONAL INC. 
11 Caesar Place, Moonachie, N.J). 07074 Phone: (201) 939-0876 Cable: Cinecraft Moonachie 
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zance of the audience for whom they | find anywhere. The use of narration, 


are made. | think the Cousteau shows 
are quite unlike anything on television. 
They represent film-making in every 
sense of the word. They are not docu- 
mentary reports. They are not informa- 
tional films about ecology or education- 
al films about animals. They dea/ with 
ecological subjects, and they do provide 
information that may not be found 
elsewhere. Yet, first and foremost, they 
are conceived as films.” 

When asked about production quali- 
ty, Flaum noted that the Cousteau films 
are handcrafted: ‘“They are made with 
love. The editing is as good as you could 


music and effects—the care going into 
all these departments—helps to make 
them of artistic quality. Hopefully, they 
are entertaining as well as informative. 
We want to give our viewers new under- 
standing and inculcate the necessity for 
protecting our oceans and all the life in 
ad 
The Mix 

The mix affords Flaum and his asso- 
ciates the opportunity to correct the 
major mistakes observed from the inter- 


lock. The mix procedure is similar to 
the interlock, but once a mix is com- 


when youre measuring light... 
nothing measures up to 


SPECTRA 


Spectra exposure meters are used 
in motion-picture, ‘‘still’’, industrial 
and scientific applications wherever 
accuracy and reliability are essential. 
Spectra offers three custom-made, 
individually-calibrated meters... 


Spectra Combi-500 

The world’s first and only exposure 
meter with both dependable selenium 
and ultra-sensitive CdS cells. With a 
sensitivity range of three million-to- 
one, a choice of incident or reflected 
light readings, and direct reading 
program slides, the Combi-500 is the 
one meter for any assignment. 


Spectra Professional 

Here’s the first choice of motion- 
picture cameramen-—literally the 
standard of the film industry. Includes 
a 14-piece set of direct-reading 
ASA/Shutter Program slides, two light 
multiplication slides, even Spectra’s 
unique Photodisc for determining 
contrast ratios. Reads both 
incident and reflected light. 
If you’re into film, this meter 
is a must. 


Spectra Candela Meter 
Great as an ‘auxiliary’ 
meter, it provides precise 


footcandle readings wherever 
required, as in industrial or theatrical 
applications. Individually hand-drawn 
meter-scale—either in footcandles or 
‘International Lux’ calibration. 


Faster, More Accurate Operation 
‘Memory’ Pointer Lock is standard 
on Combi-500, optional on 
Professional and Candela. All three 
meters give you direct readings in 
footcandles; alternatively, Combi-500 
and Professional offer direct readings 
in f/stops without even turning a dial! 
The secret: Spectra’s interchangeable 
ASA Index Slides that ‘program’ your 
meter for your film/shutter speed 
combination. Or, use Spectra’s 
extended-range computer dial for 
one-step readout with any film (ASA 
1—32,000), any lens (f/0.5—f/45), any 
exposure time (on Combi-500, from 
8 hours to 1/4000th second). Either 
way, your Spectra’s ready when 
you are... Visit your Spectra 
dealer for a first-hand 
examination of this remarkable 
meter system. Or, write for 
detailed 
information. 


ie 
_Marketed exclusively in the United States by tv 

(EY MARKETING COMPANIES, INC., Spectra Division, 

. 11377 and 1011 Chestnut St. Burbank, California 91502 


plete, it’s complete; there’s no going 
back for another try. Due to cost, a 
Cousteau special must be mixed in a 
single day; fifteen to twenty days are 
usually allotted to mix a feature film. 
Flaum told me he’d be content with 
two or three days for a Cousteau. 

At the mix, Flaum’s major problem 
is maintaining concentration and en- 
thusiasm. Observing the same film, reel 
after reel, saps your energy. After ten to 
twelve hours of continuous viewing, you 
become tired, and it’s highly feasible to 
lose sight of what you’re doing. Editor 
John Soh and Producer Andy White, 
however, are also in attendance, and 
their presence helps Flaum to maximize 
his efforts in creating the necessary 
changes. 

Delays because of music and narra- 
tion not properly meshing, sound ef- 
fects clashing with music, and other 
unforeseen situations, are just another 
inevitable part of the grueling routine. 
The sounds of the manatees in THE 
FORGOTTEN MERMAIDS were too 
abrasive, so the music editor rearranged 
several notes to help soften the manatee 
munches. At one point in the mix, 
picture and sound effects editors Soh 
and Campbell had to take several reels 
of film into an adjacent room and 
re-edit. The editing process at Ryder is 
expensive. If re-editing is necessary for 
too many scenes, a second day at Ryder 
must be scheduled, at a cost of $2,500. 
Finally, by late evening, the mix is 
complete. Now the lab print must be 
checked and additional color correc- 
tions made. 

While noting that there are several 
areas where too many blues and greens 
exist, John Soh noticed that two men in 
a fishing boat weren’t Cousteau divers, 
but two fishermen. Thus, Flaum re- 
quested that the lab supervisor darken 
the scene—a mood would be added, and 
hopefully audiences wouldn’t notice the 
mistake. Campbell thought that fifty 
percent of the sound was “too soft’ so 
Flaum rushed from the lab, took the 
film to Metromedia’s screening room 
where he and his associates eventually 
discovered and solved the problem. The 
Cousteau special is eventually dubbed 
onto video tape to get the best possible 
color quality. 


Impression 


If ever evidence were needed to 
substantiate the theory that film is a 
collaborative medium, the facts are 
readily available at Metromedia Produc- 
ers Corporation. What impressed me 
most was the dedication and expertise 
of Flaum and his associates. Andy 
White, for example, contends that no 
series has been more rewarding to him 
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than THE UNDERSEA WORLD OF 
JACQUES COUSTEAU. White believes 
the Cousteau specials differ from similar 
television fare because: “We have a 
central figure in the documentary, 
which is Cousteau, backed up, of 
course, by his son, Philippe, and the 
recurring members of the Calypso; even 
the Calypso itself, is a character that 
people recognize. Instead of going out 
and doing random documentaries, we 
start out with this great cadre that gives 
you a feeling of adventure on the part 
of the men and the ship. Basically, in 


programs such as UNTAMED WORLD- 


and ANIMAL WORLD, they just turn 
the cameras on the animal for long 
periods of time, often without a great 
direction to the filming. With the Cous- 
teau documentaries, a great deal of 
research goes into the expeditions be- 
fore they start out. | feel, modestly, 
that we are much more thorough and 
get into our subjects much more deeply. 
Every time | research a new mammal it’s 
like going back to college. You're deal- 
ing in depth on a given subject, and you 
can practically come out with your 
doctorate on walruses, sea otters or 


hippos.” 
Now approaching its eighth Consecu- 


tive season on television, THE UNDER- 
SEA WORLD OF JACQUES COUS- 
TEAU continues to maintain its initial 
commitment—to air programs with 
strong messages concerning ecology. 
Also, each documentary gives the viewer 
new knowledge about a given species, a 
verse or so of poetry, drama, science 
and wonder. A Cousteau special ex- 
pands, ever so gently, our vision of life. 
The programs permit us to become 
more aware of the plight of sundry 
mammals, such as the sensitive manatee 
or the ancient nautilus. Each documen- 
tary is a pictorial essay, reflecting as all 
documentaries must, the creative ele- 
ments of reality. 

Continually advocating a reverence 
toward life, the Cousteau series offers us 
the opportunity to grow as individuals. 
Our intellect, sense of professionalism 
and curiosity about the essence of life is 
being challenged by, of all things, a 
television documentary series. In order 
to purvey artistic and sensitive programs 
amidst most commercial television fare, 
it is imperative to have dedicated, con- 
tentious and capable individuals; Cous- 
teau’s post-production personnel is such 
a group. 

Personally, despite the series’ contin- 
uing artistic and commercial success, | 
question the future of the television 
documentary. Currently, only two con- 
tinuing documentary series are being 
aired: National Geographic Society’s 
and the Cousteaus. According to the A. 
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Our CP-16 


Camera/ Lens Package Deals 
m Are Guaranteed 


To Give You More. 


Figure it out yourself. 

Take for example the package deal illus- 
trated in this ad. You get a CP-16 reflex camera 
— the most outstanding news/documentary 
camera on the market today — plus a set of three 
superb Angenieux lenses. The extreme wide 
angle 5.9mm f/1.8; the high speed 28mm f/1.1; 
and the all around favorite “workhorse” 
12-120mm f/2.2 zoom. All CP reflex mounted. A 
perfect combination for the news/documentary 
cameraman on the go. 

And you save $600 on the package. 

Or, you can choose any of our other CP-16 
reflex and non-reflex camera/lens package deals 
designed to save you hundreds of dollars. 

Without compromising on quality. 

So, visit your local CP-16 dealer. Ask for 
our new CP-16 illustrated price list. Pick the one 
package deal that suits you best. And save! 


For further information, please write to: 


ememel fS<erocicts 


2037 Granville Avenue, Los Angeles, California 90025 
Telephone: (213) 478-0711 @ Telex: 69-1339 HM Cable: Cinedevco 


C. Nielsen Company, during the 

1971-72 television season, the three 

networks aired only 49.5 hours of docu- 

mentaries in prime time as compared 

with 3,024 hours of general prime-time 

| programming. The Nielsen data shows 

Or that only 1.69% of prime-time program- 

e e e ming was in the documentary area. 

if t | b | t Consider: the television documentary 

O at Cal Pad I I es may be following the path of television 

drama, fading away unnoticed into a 

wasteland without viewers. 
| asked Flaum about the importance 
of ratings: ‘“The series is incredibly 
successful critically,” he says. ““You’ll 
read review after review saying this is 
the finest thing on television. It is also a 
fairly highly-rated series—certainly in 
the documentary area. Of course,’’ add- 
ed Flaum, “documentaries notoriously 

don’t get very high ratings.”’ 
Flaum contends that the Cousteaus 
fare much better than most documen- 
> taries but also admits their ratings don’t 
titles & opticals Glen Glenn Sound Co. compare with ALL IN THE FAMILY. 
He is concerned about what’s happened 
to documentaries on television. ‘“There 
was a time,’” he mused, “when there 
were all kinds of exciting documenta- 
ries, documentaries that people liked 
and talked about the next day. Years 
ago, you had shows like “The 20th 
Century,” “Air Power” and “Victory at 
Sea” and the “Project Twenty” unit. 
Those were the exciting days of docu- 
mentary. Today, if you don’t have an 
animal show to sell, you don’t get on 
the air...1 think it’s a disgrace. There 
is a large audience for documentaries, 
perhaps not as large an audience as there 
is for a detective series, but you could 
reach twenty to thirty million people 
with a decent documentary, with a 
documentary that had been done with 

loving care.” 

In summary, it is essential to under- 
stand the workings of our communica- 
tive process with respect to the tele- 
vision documentary. Although love, 
hope and a reverence toward life per- 
meate each Cousteau special, ‘the docu- 
mentaries with the strongest messages,”’ 
says Cousteau, “are the finest and most 
videotape filmstrips & slides controversial.’ Cousteau’s philosophy, 

and my feelings about the series and its 
continual quest for excellence, are best 


e explained by Captain Cousteau in his 
th k special, 500 MILLION YEARS BE- 
if NEATH THE SEA: “Beneath the sunlit 


surface, over healthy coral, our divers 
enjoy swimming in harmony with teem- 


CONSOLIDATED FILM INDUSTRIES ing schools of fish. Science has all the 


answers to keep the waters of the world 


= h n man 
HOME OFFICE: NEW YORK OFFICE MID-WEST OFFICE: clean. We all know that upon ma 
959 Seward Street 15 Columbus Circle 333 North Michiges SANG. Suite 312 depends the fate of our troubled oceans 

Ww Jaliforniz ‘ Jew York, New York 10023 Chicago, Illinois 6060 3 a > 
Be eee CREE NOSO Tt (Bia) MELOOZS and of our planet. And it is in the 
oceans that lies the fate of all living 


creatures.” a 


film processing 
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“MAN BELONGS TO THE EARTH” 


Continued from Page 1201 


rubber band. | wouldn’t want to do very 
complicated maneuvers with it, but for 
simple shooting it’s excellent. 
Assuredly, you can do better work 
with a Tyler mount, and the IMAX 
camera has been used with the Tyler 
mount to shoot some really beautiful 
scenes over Niagara Falls for one of the 
Ontario Place films. But we can carry 
the rubber band around with us and 
anytime we see something we like we 
simply get a helicopter and hang the 
camera. The whole rig is very simple and 
fits into a suitcase. It’s also very econ- 
omical, but it doesn’t compare with the 
Tyler mount for real sophistication. 


The oil well fire is the most dramatic 
sequence in the picture, but the truth is 
that when we shot it we weren’t sure we 
were going to get anything at all. The 
fact is that they finally put the fire out 
when it was just about dark. We were 
using a Nikkor 600mm F/5.6 lens and 
the light was so low that | couldn't get 
any kind of reading at all on the 
exposure meter. | just simply shot the 
scene on faith and had the MGM lab 
push it one stop. The result is really 
beautiful—with that magic light that 
looks so gorgeous. We were really 
rocked when we saw it, because there 
was no indication at the time we were 
shooting that it would actually work. 
We just had to wait and see what came 
out. 

| shot the fire with all kinds of 
different lenses and the major problem 
was the same that we had in shooting a 
forest fire—namely, that in order to get 
the really good stuff, you’ve got to 
work close in with the wide-angle lens— 
and it gets very hot! You just get in as 
close as you can and hide behind a space 
blanket. You shoot as long as you can 
stand it and then run. 

Some of the most successful scenes 
in the picture were shot by my assistant, 
Averill Townsend. He shot the high- 
speed automobile runs and several hand- 
held scenes. He put the camera on his 
shoulder and did escalator rides and 
walked through crowds. The reason he 
shot these scenes is that he’s a lot 
stronger than | am. He can hand-hold a 
60-pound camera and | can’t. 

The sequences with Chief Dan 
George, audiences tell us, really make a 
great impression. We had been searching 
to find a way to talk about the environ- 
ment without having to resort to the 
usual narration. | had done an interview 
with Chief Dan George the previous 
year and he had expressed his feelings 


about the environment, Phyllis Wilson, 
Continued on Page 1223 
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‘To build the best Super 8, 
start with the best people. 


The list of technological ad- 
vances incorporated into 
Nizo Super 8 movie cameras 
is staggering. 

But the real miracle is the 
men and women of Braun, 
who started out three gener- 
ations ago to build the finest 
Super 8 camera in the world, 
and who haven't budged. 
from that aim. 

A stern and proud lot they 
are, there in Munich, and 
they only have one simple 
standard: their camera is 


going to be the best, no 
matter what it costs. 

It's the same attitude that 
led them to develop the rev- 
olutionary Braun VarioCom- 
puter electronic flash for 
still cameras. 

So when you get a Nizo, 
you get an intervalometer, a 
variable shutter, automatic 
lap dissolve, time-lapse 
capability and a dozen other 
features. And you get some- 
thing more. 

The people of Braun. 


BRHun 


“Braun North America, A Division of the Gillette Company, 55 Cambridge Parkway, Cambridge MA 02142. 
In Canada: Braun Electric Canada, Ltd., Ontario. 


DOG’S POINT OF VIEW 


Continued from Page 1181 


Aw H N ME X ICO istic, and soft-looking as possible—much 


like the old house looked to the eye in 


Notimex 16mm. FILM the daytime when lit only by a very few 


undraped north windows. 
% ‘¢ PRODUCTION To add complications, there were 
ex, OS numerous low, very wide angle shots 
SAN NEW that literally showed the entire “set’’: 
cameras floor, walls, ceilings . . . everything! 


6 ARRIFLEX BL 16 6 CP 16 mes val ae wie ete x0 ai 
6 BOLEX EBM 6 CP 16/A obvious finally came to the surface. We 


used the existing windows and lit 
d through them. The windows were 

soun covered with Rolex and 10-K big eyes 
were placed outside, producing a nice 

NAGRA, IV, SN soft north window effect. The light was 


STEENBECK EDITING FACILITIES very directional but was virtually 
PALMER, BAUER, AMPEX RECORDING shadowless, and when shooting into a 


key window it photographed as clear 


PLUS EXPERIENCED CAMERAMEN, SOUNDMEN white creating contrast to the subdued 
AND EDITORS interior. Additional Mole-Richardson 


soft and Lowell Light Kits were used to 
boost the backgrounds and kick the 
IN MEXICO'S people. 
e Additional softness was achieved by 
biggest 16 mm. using a #1 diffusion... but with the 


soft lighting, diffusion and low F-stop 
PRODUCTION CENTER level (F-2) we felt that we might be 
a getting a little too flat so we forced 
everything inside the old house one-stop 

NOTIMEX to build the contrast back up. 
INSURGENTES SUR (AS PHONES: The look of the set was just what we 
524 1165 wanted and it gave us a basic 360° 
No.1700 Notimex 524 1680 lighting setup, which was particularly 


MEXICO 20, D.F. AY 524 1674 good when working with the dog, who 
MEXICO 524 1197 was a bit unpredictable on occasions. 


The only problem it created involved a 
couple of “snap-zoom’’ shots using the 
Angenieux 25-250mm which is a T/3.9 
lens. For these few shots we built up the 
light level one-stop and continued to 
force one-stop. 

The other interior location was a 
beautifully restored 102-year-old home 
loaded to the brim with very expensive 
antique built-ins and furnishings . . . and 
very cramped compared to the haunted 
house. Again, we were faced with shots 
from the dog’s point-of-view showing 
almost everything in the set, yet this 
interior didn’t call for the benefit of 
low-key subdued lighting. It had to be 
much higher key—definitely, a home 
being lived in. But the problem was 
where in the world to put lights and not 
see them? 

The key lighting man, Bill Roper, 
and | studied the problem for some time 
and finally wound up lighting the entire 
interior of this house with Lowell Light 
Kits. We had ‘em taped to the ceiling, 
hidden behind posts, bouncing off the 
walls and even hidden behind plants .. . 
and it worked extremely well. True, we 
spent a lot of time changing bulbs and 


Cinemat 


ographer 


Please enter my subscription for 1 year— snedcan Chismatestvher 
$8.00 U.S. $9.00 Foreign P.O. Box 2230 

Sica aes. Hollywood, CA 90028 
free copy of the 
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threw away more than a few takes when 
a bulb would blow out but we were able 
to light and photograph this beautiful 
set in a manner that is rarely seen on the 
screen today, showing virtually every- 
thing there was to see. 

The entire project was the biggest, 
most challenging one | had ever been a 
part of and | can honestly say I’ve never 
worked with such a perfectionist-orient- 
ed bunch of people in my life. | think 
Joe Camp has created a film classic, and 
believe me, a film classic is a hell of a 
thing to tackle for your first picture. It 
was his and it was mine. And it was fan- 
tastic! bd 


“OPERATION 5008S” 
Continued from Page 1209 


mouth. | was ready to throw away the 
cartridges and not even have them pro- 
cessed, as | knew that | would never get 
any intelligible track under these 
conditions. 

Well, | couldn’t have been more 
wrong. With the switch set on automatic 
level, the amplifier suppressed the rotor 
noise sufficiently so that John’s voice 
came through loud and clear, and as he 
banked the chopper so that the free- 
ways and the buildings showed up in the 
background, the final viewing of that 
film created a sensation. 

| spent about two weeks “playing” 
with the Beaulieu single-system sound 
camera. | filmed a baby’s birthday 
party, a wedding couple horsing around 
while they cut the wedding cake, and 
even a girl wrapped in a towel in her 
bathroom as she drops the towel for her 
husband or boyfriend. (Don’t get ex- 
cited, for Hervic she had to wear a 
bikini swimsuit underneath.) 

In every instance the camera per- 
formed like a trouper. | was getting just 
as good picture and sound as | would 
get ona 16mm single-system camera. 

Then it occurred to me... why the 
hell is TV using 16mm for news and 
documentary when they can get this 
kind of results with the new Super-8? 
The 16mm TV news camera with a full 
magazine and power belt and _ light 
weighs between 20 and 30 pounds. Here 
was a camera with built-in power, a 
high-speed lens that would shoot in any 
light, automatic exposure control, a 
longer range zoom than used on 16mm, 
and the whole thing weighs only six 
pounds. 

The largest a TV picture is ever 
blown up on the screen is a 25-inch 
diagonal. Well, this Super-8 blown up to 
six feet looked clear and sharp. So at a 
25-inch diagonal it should be quite 
acceptable for TV. 

Okay ...so you might say, “It only 


PALMER INTERLOCK PROJECTORS 


now with Dynamie Syne Control 


This exclusive new feature allows picture 
and magnetic track relationship to be 
adjusted while the projector is running. 
Palmer interlocks are dependable, easy to 
operate, and gentle on all kinds of film. 
There are four new models for single and 
double system playback and studio 
quality recording. Write for full details. 


W. A. PALMER FILMS, INC. | 611 HowarD STREET - SAN FRANCISCO, CA 94105 
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CORPORATE HEADQUARTERS 


TYLER CAMERA SYSTEMS ~~ 


14218 Aetna Street, Van Nuys, Calif. 
(213) 989-4420 


16mm—35mm—70mm Vibration Isolation Camera 
Mounts for Helicopters, Cars, Boats, Cranes, Airplanes. 


COMPLETE FILM PRODUCTION SERVICES 
HELICOPTERS = CAMERAMEN = CAMERA PILOTS 


New York (212) 431-3930 | Toronto (416) 920-5424 
Miami (305) 757-5988 | Sydney 43-1162 
Newark (201) 636-3600 | London (01) 452-8090 
Trenton (609) 771-9500 | London (01) 223-2323 


BRi<l ORF OF? AT L_e 


MOTION PICTURE LAB DIVISION 


416 West 45 St. New York 10036 
PHONE: (212) 245-8900 
WRITE, WIRE, PHONE FOR PRICE LIST 


takes a fifty foot cartridge... not 
enough!” In one way I'll agree. But | 
purposely tried some shots of speeches 
where I’d have to change cartridges in 
the middle of a speech. With someone 
standing by ready to hand me the 
second cartridge, the shortest time it 
took me to open the camera, remove 
the first cartridge, insert the second and 
close the camera and start shooting was 
clocked at four seconds. The longest 
time, and this was done without a 
helper, but having a second cartridge 
already unwrapped, took just under ten 
seconds, and that included the time to 
shove the first one into my pocket, 
remove the second from another pocket 
and insert it into the camera. So give or 
take an average of six or seven seconds 
for changeover, unless that is the exact 
moment when the bomb goes off, or the 
guy jumps off the building, or the trains 
crash or whatever, | think a cameraman 
can judge his shot and not miss anything 
by the changeover. Hell, I’ve seen guys 
with 16’s caught in the middle of 
changing magazines at the wrong time 
and it took them several minutes to 
make the switch...so how can you 
compare that to from four to ten 
seconds? And I'll bet if some hotshot 
really tried, he could make the switch in 
less than my four-second try. 

In one shot | went from _ bright 
sunlight into the door of my studio 
following a person into an inside room 
where he turned off all the lights, lit a 
candle and held it close to his face while 
he talked. While he was talking, | turned 
on a bright spotlight and finished the 
scene. In all lighting instances, the auto- 
matic diaphragm behaved like a doll. All 
| did when we got inside from the bright 
sunlight was to push the little button on 
the lower right side of the camera from 
“sunlight” to “artificial light’’ and did- 
n’t even bother to change the ASA. So 
how do you like them apples? If | were 
doing that in 16mm or 35mm, I’d have to 
take readings of every area, then have an 
assistant follow me changing openings as 
we moved from one lighting condition 
to the next. Did you ever try that with a 
hand-held camera? Murder, brother! 

So, | can only make one prediction. 
As soon as the TV bigwigs get educated 
to this new Super-8 sound, I’m willing 
to bet that all TV news will eventually 
use this system and much of the TV 
documentary material will be shot this 
way also. This should suffice when the 
largest this picture will ever be shown 
(as we know TV today) is no bigger 
than about 16x20 inches. 

So thanks, Walter and Tony, for not 
only letting me try this new wonder- 
camera, but also for changing my whole 
concept of this Super-8 minifilm. a 
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who was assisting me on the picture was 
a friend of the Chief’s, so she went back 
and spent two days talking with him 
and taping everything he had to say on 
environmental issues. What he said was 
really interesting. The Chief is over 80 
years old, | think, and so he has the 
point of view of an earlier generation, as 
well as that of an Indian. Because of 
that, he talks with great feeling about it. 

We didn’t use a writer to create his 
dialogue. We simply selected from the 
things he had said those points which 
were most relevant to the film. Then we 
filmed him in locations that seemed 
appropriate. We went to a river in the 
state of Washington during a salmon run 
and shot him wandering along the banks 
and telling about how his father taught 
him not to waste fish. He comes across 
with great believability and | think 
everybody in the audience feels his 
emotional conviction. He becomes the 
key figure in the film and holds it 
together in terms of its line of thought. 


We also captured something of the 
same feeling in the sequence about the 
ranchers. Their families had been on the 
land for generations and they didn’t 
want to lose it to the strip miners, so 
they expressed very strong feelings. We 
simply went and talked to them and 
recorded what they had to say. 

I’ve had many years of making cine- 
ma verité films and, although the cam- 
era does make a difference, | try as 
much as possible to preserve the feeling 
of cinema verité when I’m making a 
documentary. I’m very allergic to stagey 
situations and | try to avoid staginess by 
going into situations where people are 
doing something and are so involved in 
what they’re doing that they actually 
ignore the camera. This was certainly 
true of the men fighting the oil well fire, 
and it was true of the ranchers, as well. 

““MAN BELONGS TO THE EARTH” 
was in production for about ten 
months. We started in July last year, did 
the last shooting in February and deliv- 
ered the film at the beginning of May. 
By contrast, the comedy for Ontario 
Place started shooting at the beginning 
of February and was delivered in May of 
this year. However, it was a completely 
scripted film and we were able to shoot 
it on a much tighter schedule. a 
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Once upon a time GREAT BIG 
STUDIOS made all the IMPOR- 
TANT FILMS. It took lots of 
heavy equipment and lots of 
heavy people. 

Times have changed. 

Today it’s lightweight equip- 
ment. Small crews. Independent 
film-makers. 

The Film School is the place to 
learn independent film-making. 
Located just 30 minutes south of 
San Francisco in Half Moon Bay. 
Students work with award win- 
ning professional film-makers. 
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class, there’s enough 16mm equip- 
ment to go around, and instruc- 
tors have time to help you 
individually. 

Beginners or advanced students. 

Day or evening classes. But 
most important, we care about 
you and how we can teach you 
techniques it took us years to 
master. Send for our free catalog: 

The Film School, 

P.O. Box 907, Dept. C, 

Half Moon Bay, CA 94019 

or call (415) 726-5537. 


After it leaves your 
hands, put itin ours. 


Photo Processors is the fastest growing film and photo lab in the 
Southwest. For a good reason. 

We have the equipment and the professional staff to make your 
professional life easier. 

Our advance scheduled processing techniques move your jobs 
rapidly through a world of quality control. 


Here are some of our services: 


%& 16 mm ECO-3 Ektachrome Processing 
%& 16mm ME-4 Ektachrome Processing 


& Printing 


%* Silver Sound Track Application 


for 7389 & 7390 


% Super 8mm ME-4 Processing 
% 16mm B/W Reversal Processing & Printing 
x Super 8mm B/W Reversal Processing 


% 16mm Color Internegative/Positive 

%& Ultrasonic Cleaning 

%& Eastman Video-Color Analyzer 

% Additive Color Printing—1 6mm 

% Complete Modern Sound Dept.— 
2 Studios, Mixing Theater 

% Complete Modern Custom Still Photo 
Finishing Dept. 


photo processors inc. 
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Box 2116A° Austin, Texas 78767 * Phone AC 512-472-6926 


INDUSTRY 


A study of the Motion Picture and 
Television Arts and Sciences within a 
degree program, taught by a distin- 
guished faculty. 


COLUMBIA 


COLLEGE 
: “IMPOSSIBLE OBJECT” TAKES TOP 

Now Registering. Write for a descrip- HONORS AT ATLANTA FILM 

tive brochure. FESTIVAL 


The Grand Awards Jury of the Sev- 

enth Annual Atlanta International Film 

CO & U M B | A CO E. [: E G a Festival selected John Frankenheimer’s 
film “‘IMPOSSIBLE OBJECT” as winner 

925 No. La Brea Ave. of the coveted Grand Award Gold Phoe- 
Hollywood, Calif. 90038 nix for the best film of the Festival. It 

Approved for Veterans 851-0550 was selected over more than 2,000 films 
and 180 features. The Silver Phoenix for 
best feature went to 20th Century-Fox 
for the Feste opener, “HARRY AND 
TONTO” directed by Paul Mazursky. 
Over 500 film makers, producers, direc- 


THE REEL WORLD BAL lee hone Oe 
h 
KNOWS THE DIFFERENCE! [eeeenaeiae 


The Jury awarded the Atlanta Feste 
a Gold Medal for best actor to Art Carney 
Reel perfection is a GOLDBERG tradition! for his leading role in “HARRY AND 


Depend on us for reel quality! TONTO”. Dominique Sanda received 
the Gold Medal for her part in ““IMPOS- 


e 8mm & Super 8mm Reels in steel, 200’ to 2000’. SIBLE OBJECT”. The Best Supporting 
Actor Gold Medal went to Larry Hag- 
man for his portrayal of the failing son 
e 8mm & 16mm cans in steel and plastic. in “HARRY AND TONTO" while Ellen 
Burstyn received the Gold Medal for 
Best Supporting Actress for her role as 
Split Reels in steel and aluminum. Carney’s daughter in “HARRY AND 
TONTO”. The 20th Century-Fox film 
continued to sweep awards as Paul 
Mazursky took the Atlanta Feste Gold 
Medal for Best Director. Nicholas Mos- 
ley received the Gold Medal for Best 
Screenplay for his work on ““IMPOSSI- 
BLE OBJECT”’—and the Gold Medal for 
Best Musical Score went to Michel 
Legrand for his work with ‘IMPOS- 
SIBLE OBJECT”. 

Other major awards from the Sev- 
enth Annual Atlanta International Film 
Festival included: Silver Phoenix, Best 
Documentary to “THE GREAT AMER- 
ICAN COWBOY” from American Na- 
tional Enterprises, the Silver Phoenix 
for Best Television Production to ‘THE 
AUTOBIOGRAPHY OF MISS JANE 
PITTMAN” from Tomorrow Entertain- 
ment, Silver Phoenix Best Television 
Commercial to Directors Circle for 
‘*VERUSHKA/LAUREN/JEAN/ANGE- 
LICA”, while the Silver Phoenix for 
Best Short Subject went to Van Glinten- 


GOLDBERG kamp Enterprises for their production 


of ““ZEBRA”. The Golden Dove Award 


BROTHERS for the Best Film Dealing With or 


Contributing to World Peace went to 
BBS Films, Bert Schneider producer, for 
“OF HEARTS AND MINDS”, a Colum- 
bia Pictures release. The Gold Medal for 


COLUMBIA 
COLLEGE 


e 16mm Reels in steel, plastic and sheet aluminum. 
e Shipping Cases in fibre and plastic. 


35mm & 70mm Reels in steel and aluminum. 


P. O. Box 5345, T.A. * Denver, Colo. 80217 
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ACTIVITIES 


Best Foreign Director went to Cristo 


Cristof for his work on the Bulgarian 
film, “LAST SUMMER”. The Gold 
Medal for Best Cinematography went to 
Isidore Manofsky for his lensing of 
“THE SECOND COMING OF _ SU- 
ZANNE” a Barry Film Company Pro- 
duction. The Best Editing Gold Medal 
was awarded to Frank Mazzola for his 


r- 
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cutting on “THE SECOND COMING 


Allin one place—no advertising buyers please pay by International 


OF SUZANNE” which also took the 
Gold Medal for Best First Feature. 

The Grand Awards Jury, including 
Kathleen Carrol of the New York Daily 
News, Author Leon Uris, Playboy Fic- 
tion Editor, Stanley Paley and Jim 
Waley, Film Commentator on the Syn- 
dicated “CINEMA SHOWCASE”, select- 
ed “THE APPRENTICESHIP OF DUD- 
DY KRAVITZ” for a Special Jury 
Award Gold Medal, even though the 
Paramount Picture was an invited entry 
out of competition. The Jury felt in a 
unanimous selection that the film’s out- 
standing excellence commanded special 
recognition despite its noncompetitive 
status. Other Special Jury Awards went 
to: the French entry ““LOUISA, WORD 
OF LOVE’’—an Alain Vallier release, to 
Pancho Kohner and Capricorn Produc- 
tions for “MR. SYCAMORE”, to Cine- 
ma Financial of America for ““MEM- 
ORY OF US”, to the official Hungarian 
entry “25 FIREMAN’S STREET”, to 
two films from Tomorrow Entertain- 
ment for their entries: ‘““TWO MEN OF 
KARAMOJA” and “GRAVY TRAIN”. 
Also the Andy Warhol/Paul Morrissey/ 
Bryanston Pictures entry ‘““BLOOD FOR 
DRACULA” and the New Yorker Films 
release of ‘““A FREE WOMAN”. 

The Seventh Annual Atlanta Interna- 
tional Film Festival reached a new level 
of success with 99 separate screening 
sessions that unspooled 80 features, and 
over 150 shorts and documentaries in 
the ten-day event. 12 separate world 
premieres went clean with total sell- 
outs, including both weekends (Aug. 9, 
18). The two main theatres of the 
Atlanta Feste include the 800-seat AIlli- 
ance and the 1800-seat Symphony Hall. 
These theatres ran separate screenings 
from ten a.m. until two a.m. the next 
day. ‘The enthusiastic response of Atlan- 
tans had long lines round the block and 
overflow crowds for almost every eve- 
ning performance. Atlanta Feste direc- 
tor J. Hunter Todd stated that attend- 
ance was up over 300 percent over last 
year and that the total Feste attendance 
figures topped 30,000. In both quantity 
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Money Order or U.S. Funds. 


(that’s kar-nay) 


CARNETS SAVE TIME AND MONEY 


These days, many Americans take things easier travelling abroad. 
Engineers, technicians, exporters, salesmen, executives, film 
makers, musicians— anyone with any reason to take equipment or 
samples overseas, can benefit from a CARNET. 


A CARNET is a customs document issued by the United States 
Council of the International Chamber of Commerce which enables 
you to carry or send most kinds of goods temporarily into foreign 
countries without paying duties or posting bonds or wasting your 
time with customs red tape at international borders and airports. 


CARNETS are as easy to use as traveler's checks. Over 100,000 
were issued world-wide in 1973. 


At present, CARNETS are honored in Canada, in most of western 
Europe, in Japan, some eastern European nations, as well as some 
in the Middle East. The Crown Colony of Hong Kong recently 
joined the CARNET system. 


The United States Council would like to show you how to use a 
CARNET to your advantage. Just call or write: 


United States Council of the 
International Chamber of Commerce 
Dept. 20 

1212 Avenue of the Americas 

New York, N.Y. 10036 

Tel: (212) 582-4850 


of major features and in quality of the 
film program plus total support from 
the major American studios, the Atlanta 
Feste has established itself as the Other 
Festival in the film world today. The 
Atlanta Festival’s Film Market Division 


was a great success this year with seven 
MITCHELL BNC CAMERA with theatres running over four hundred mar- 


4 x1000 ft magazines, 220 v-3 phase-50 Hz. ket films. 

Sync. motor and start box, fitted with... 

ANGENIEUX 10 to 1 REFLEX ZOOM ® 
(24 : 240 mm.., f2.6 - T3.8) with lens hood/ 

filter holder, support casting, balancing i | NATIONAL PRESS 


system, etc. PHOTOGRAPHERS ASSOCIATION 


Do you want a superb, ready to roll 35mm. 
outfit for your own studio, complete and at 
an unbeatable cash price? 


Fully serviced by our own engineers before despatch. Double exposure 


film test provided. 


Also available : Set of 7 COOKE SPEED PANCHRO 
LENSES (18-25-32-40-50-75 & 100 mm.) plus Mitchell i 
; 4 r 


side-finder and set of matched auto-parallax focus cams 


MULTI-DUTY MOTOR 96 v. - DC/220 v. -AC with DC 
and AC start boxes, cables etc. 


Many other Mitchell accessories in excellent condition available. Just tell 
us what you need — AC and DC motors, magazines, lenses, frame cutters, 


obie lights, etc. 


Write to: Dennis Rosario, 


Rentacamera Ltd., 8-12 Broadwick St., London W1V 1FH, England. 


APPLICATIONS: 


TV and photo studios @ Cinema- 


tography ¢ Stage lighting e Flood 
lighting ¢ Street and highway 


lighting ¢ Architectural illumina- 


tion @ Industrial work areas e 


Agricultural lighting — plant cul- 
tures, greenhouses e Automo- 


_tive headlight evaluation. And 
more! 


World ]— Y famed 


GOSSEN* 


PanLUX 


ELECTRONIC 
footcandle meter 


\ 12 MEASURING RANGES 


from 0 to 12,000 fc 


From blazing light to almost total dark- 
ness, the Panlux Electronic measures 
intensities from 0 to 12,000 foot- 
candles, with twelve ranges for critical 


y<. readings. 


Its spectral sensitivity is balanced to 
read daylight and all commonly used 
artificial light sources without added 
filtration. And the unique design of 
the Panlux light probe compensates 
forthe “cosine factor” (erroneous read- 
ing of oblique light) common to other 
meters. 


The ultra sophisticated Gossen Pan- 
lux Electronic, with built-in operational 
amplifier, is indispensable in every 
field of illumination engineering. 


KLING PHOTO COMPANY [i] a.::., 
P.0. Box 1060,Woodside,N.Y.11377 [Lind 


I 


SPONSORS “FLYING SHORT 
COURSE” 


The 17th annual National Press Pho- 
tographers Association Flying Short 
Course, October 27 through November 
2, will be one of the most dramatic and 
educational seminars ever held in the 
United States. 

NPPA Education Chairman Cornelius 
Keyes said he has assembled one of the 
finest FSC faculties ever brought to- 
gether. The 10 speakers will be present 
at each of the four FSC stops this year. 

The dates and locations for each FSC 
stop are: 

Philadelphia, Pa., October 27; 

Milwaukee, Wisc., October 29; 

Denver, Colo., October 31; 

Los Angeles, Calif., Nov. 2. 

Local FSC chairmen are: Sal Di- 
Marco, Box 502, Drexel Hill Pa. 19026; 
Richard C. Greenawalt, The Milwaukee 
Journal, 333 West State Street, Milwau- 
kee, Wisc. 53201; John White, The 
Denver Post, P.O. Box 1709, Denver, 
Colo. 80201; Professor Bill Wittich & 
Steve Fontanini, California State Uni- 
versity, Long Beach, Calif. 90840. 

Two important new features have 
been added to this year’s FSC. First, 
there will be an advance registration 
deadline of Oct. 14. Prior to Oct. 14, 
photographers and students may register 
for $10 for NPPA members; $15 for 
non-NPPA members and $7.50 for stu- 
dents. After Oct. 14, the registration 
fees will be $12.50 for NPPA members; 
$17.50 for non-NPPA members and $10 
for students. Military personnel will be 
admitted free if they are in uniform. 

This year NPPA members will be able 
to have their portfolios critiqued by a 
member of the FSC faculty. Due to the 
limited time on each program, only the 
first 40 portfolios received by each FSC 
chairman will be critiqued at the end of 
the day session. 

“‘Each portfolio must be in the hands 
of the local FSC chairman by Oct. 14,” 
said Keyes. ““A maximum of 20 boards, 
16 inch by 20 inch, will be allowed in 
each portfolio.”” 

Members of the 1974 FSC faculty 
are: Greg Cooke, CBS News cameraman; 
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Bruce Dale, National Geographic pho- 
tographer; Ricardo J. Ferro, St. Peters- 
burg, Fla., Time, photographer; Clifton 
C. Edom, professor emeritus of the 
University of Missouri at Columbia; 
MAGNUM photographer Mark Godfrey; 
Dick Sroda, director of photography at 
the San Bernardino, CA, Sun-Telegram; 
Steve Larson, picture editor of the 
Denver Post; Canadian Film Board 
members Lyle Cruickshank and Mike 
Rubbo; MAGNUM photographer Wayne 
Miller; William Strode, NPPA president 
and assistant director of photography 
for the Louisville Times and Courier- 
Journal. 

Hotels have been selected in each 
city where the FSC will be held this 
year. In Philadelphia the FSC site is the 
Sheraton Airport Inn. Milwaukee’s host 
hotel will be the Pfister Hotel; The 
Holiday Inn Downtown, Denver, and 
the International Hotel in Los Angeles 
are FSC sites. 

“All the hotels are offering reduced 
rates to people attending the FSC,” said 
Keyes. “‘When photographers register 
with the FSC chairmen in each city, 
they should request a hotel registration 
card be sent to them.” 

Keyes said the Military Pictures of 
the Year winners will be on display at 
each FSC stop and each city will have 
exhibitors. 


16mmeSmmeSuper 


EKTACHROME PRO 


Color & b&w 


POSITIVES AND NEGATIVES 


COMPLETE 
FILM SERVICES 


¢ 35mm Color 
16mm wet gate blow-ups 
to 35mm-—fully corrected. 
¢ 35mm to 16mm-16mm to 8mmor Super 8 
¢ Processing—Printing—Editing 
¢ Sound Transfer—Sound Striping 
¢ Super 8 to 16mm 


SAME DAY SERVICE 


24 Hour Processing 
Coast to Coast Service 
Send for Price List 


” 1138 No. La Brea 
B= Hollywood, Ca. 90038 
(213) 467-1118 


MERICAN 
FILM INDUSTRIES, INC. 


CRYSTASOUND 


SXL=/\7 


Magnetic 
Record/Playback 
Head 


« Three times the life expectancy of standard 

Auricon-type mag heads. 3XL-AZ mag heads are built with a special hard 
alloy which provides extra long wearing time. = The 3XL-AZ mag head 
module is azimuth adjustable. 

3XL-AZ record and playback heads 

are mounted on a common pivot 

arm assembly which guarantees 

azimuth alignment between the re- 

cord and playback heads. = 3XL-AZ 

mag heads are compatible for use 

with a// 16mm single system sound 

cameras which accept Auricon- 

type mag heads (such as CP-16 

reflex and non-reflex cameras) = 
camera. 


For further = MOCUSE 


information, Technology InThe Service Of Creativity 
please write to: 2037 Granville Avenue, Los Angeles, California 90025 
Telephone: (213) 478-0711 @ Telex: 69-1339 Hl Cable: Cinedevco 


NEW CINE WORKBOOK 
SOLVES COMMUNICATION GAP 
BETWEEN CAMERAMAN & LAB! 


ENOW! FILM MAKERS CAN EASILY UNDERSTAND 
BHOW DENSITY IS AFFECTED when cine color film is “pushed” or 


§@ flashed”! At last, color film timing ... relationship of timing numbers 
Bto original exposure ...H&D Curves:..any many other former pro- fl 
§cessing and printing mysteries are explained in Cameraman’s language! & 


ius 
- SEE THE ALL-NEW CINE WORKBOOK TO BELIEVE IT! g 


g USE THE WORKBOOK TO APPRECIATE ITS WORTH! 8 


RB the ALL-NEW WORKBOOK, by Joseph V. Mascelli, 
Basc., author of the classic FIVE C’s OF CINEMA- 
TOGRAPHY, includes everything needed by modern film 
pea to shoot technically-perfect color motion pic- 
tures! Greatest text ever ...a complete set of working 
B tools and cine accessories (slate, gray card, color 
patches, test grids, etc.) ...and much, much more! All 


g technical data in both feet and metric...the ALL-NEW 


WORKBOOK will work for you, anywhere in the world! 
8 NO-RISK OFFER! Use the WORKBOOK for ONLY 
10 days; and return it for full refund if 
you are not satisfied. Incredible Value! $ 0 
WRITE FOR DESCRIPTIVE BROCHURE 
in Californians add 6% Sales Tax. Foreign Orders add $1 per 
book for postage, handling. NO C.O.D.’s! NO BILLING! 


CINE/GRAFIC PUBLICATIONS + BOX 430 - HOLLYWOOD, CA. 90028 


AMERICAN CINEMATOGRAPHER, OCTOBER 1974 


A Complete Dubbing 
System for: 


MUSIC- 
VOICE - 
EFFECTS 


AMEGA’s Model A23E - In de luxe rack cabinet - 
choice of interlock systems - Interchangeable module 
amplifiers - three regulated power supplies - zero level 
outputs of 600 ohms - 1200’ film capacity - local or 
remote operation. 


Send for complete catalog of recorders, reproducers, 
consoles and studio accessories. 


AMEGA-RANGERTONE 


Div. of AMEGA RESEARCH CORP. 


42 Spring Street Newark, N.J. 07104 


Tel. (201) 481-4077 


“MOTHER EARTH, FATHER SKY” 


Continued from Page 1174 


few seconds’ screening duration, of 
course, took almost three hours to set 
up and film. 

Filming Cheryl, the little girl riding 
her motorbike through the woods, pre- 
sented an interesting challenge. To get 
on-board views of her features while she 
maneuvered her bike, | rode behind her, 
holding the Arri alongside her face. | 
gripped her bike with both knees, bal- 
ancing myself with one hand, the other 
holding the camera. To her credit, she 
never faltered or hesitated with my 
extra weight as we bounced along the 
bumpy trail. | then got on a bigger bike 
with her father and shot “bike to bike” 
with a 5.9mm lens, again balancing as 
best | could, with the Arri held varying 
degrees from Cheryl and her bike. In the 
final film Cheryl’s voice-over comments 
described her feeling while riding her 
bike and the visual was a split screen; 
one side being Cheryl’s features as she 
rode, the other side what she saw. 

Don Renn, a veteran of twenty years 
of underwater photography, filmed for 
me at John Pennekamp Coral Reef State 
Park in Florida. Don used his custom- 
designed underwater rigs and Arriflexes 
with a 5.9mm lens to shoot fish and 
swimmers in the clear Florida waters. 
Zack and | shot topside, as well as the 
family camping sequence featuring the 
Ford camper. 

From Florida the film travels to 
Point Reyes, California. My younger 
brother David, a free-lance writer, his 
wife Pat, and three-year-old daughter 
Krista were filmed digging in the sand 
dunes. The high winds initially bothered 
soundman Chuck Everts but he skill- 
fully “buried” the mike near my niece 
and we filmed her chattering away 
about her love of the outdoors with 
little wind noise. As always, | was trying 
to capture on film the offhand im- 
promptu remark concerning a person's 
attitude towards the outdoors. Krista 
didn’t let me down as she all but 
ignored her Uncle John behind the ACL 
and talked at great length about a 
mythical Freddie that she was building a 
sand castle for. 

The final wrap-up montage in the 
film begins with the marshmallow roast 
at Newport Beach. Bob Moline sang and 
played his guitar as | filmed a group 
enjoying themselves as the sun goes 
down. As Bob sings about *“7he Feel of 
Freedom”, | reprise bits of the film 
previously seen and dissolve back and 
forth, keying my editing on smiles and 
quick bits of action to emphasize the 
joy of the outdoors. People | had filmed 
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playing the steel drums in Central Park, 
the balloonist in Arizona,.and the kids 
in the leaves, all blended in with Bob’s 
song. Ford was so taken with the song 
that it was arranged for tapes of the 
performance to be played in the Ford 
theater in Spokane before and after the 
screenings of the film. 

The six weeks of editing was done on 
a three-picture-head KEM _ editing 
machine. It was ideal for this project, 
due to my occasional use of multi-image 
as well as the capability of using two 
sound heads as | edited. 

Eventually | screened the final cut 
for Hollywood composer Jimmy Haskell 
and we discussed my musical needs. | 
desired a simple score, using the melody 
of Bob’s song, that would be an integral 
part of the film, but not overshadow it. 
Talented Jimmy viewed my film, then 
set up his small camera and tape deck 
and taped the film from the KEM and 
recorded my comments as to what 
music | wanted where! With his tape of 
my film to work from, Jimmy provided 
me with a score | feel is ideally suited to 
“MOTHER EARTH, FATHER SKY”. 

While Cinema Research began the 
month-long optical effects and blow-up 
to 35mm, | laid in the final music track 
and mixed at Glen Glenn in Hollywood. 
Technicolor made the release prints and, 
as usual, they were completed a day 
before we opened the show in Spokane! 
As always, the first look at the finished 
product with an audience is a mixture 
of pride, doubt, smiles, and frowns. | 
don't think there is a film-maker in 
existence who wouldn’t like to do some- 
thing over when he or she sees that 
image on the screen. Standing with all 
those strange people reacting to my film 
in Spokane | saw a number of things | 
could change. Several scenes too long; a 
few too short and a little lower angle on 
Krista, a higher one on my father at the 
beach... Well, anyway, no film is ever 
perfect | guess. It is certainly an endless 
learning process, this business of film- 
making, and the relationship between 
the eye, the camera, film stock and the 
viewer constantly changes. 

A sidelight to this film is that in 
1960 |.started my first job in film as a 
production assistant with a small film 
company in Hollywood. The film was a 
70mm stop-motion film made for the 
Seattle World’s Fair. Unknowingly | 
started then a circle which | feel is now 
complete, at least in respect to Washing- 
ton World’s Fairs. From a ‘Seattle’ 
production assistant to a “Spokane” 


producer-director-writer-cameraman- 


editor in 14 years! | only hope that the 
next 14 film years bring to me as many 
learning experiences, excitement, joy, 
and new friends, as the past 14 have! @ 
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NO SEPARATE BATTERY ! 


NO DANGLING 


Imagine the freedom, convenience and 
economy of being able to film without 
a separate battery pack and a separate 
power cable! Now you can enjoy these 
advantages with the new miniature 


POWER CABLE ! 


Duro-Pack battery. It’s the new system 
that makes your Arri 16S Camera free 
of encumbrances. See this 20 ounce 
miniature at your Arriflex dealer or 
write us for complete details. 


miniature DURO-PACK battery 


Capacity: 1000’ with 
100’ spools in the Arri 
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special charger works 
from 120V AC or 12V DC 
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. . Duplicate Mag Sound 
Prints 
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“THE TREE” 


Finding the tree was no easy task. We 
enlisted the help of all the State agen- 
cies who might know of such a unique 
tree; followed every lead. The tree had 
to look thousands of years old. We 
literally scoured every section of the 
state, by car and helicopter. We found 
two Douglas Firs: one over 200 feet tall, 
on the Ft. Lewis Golf Course; the other 
in a lovely little cemetery in Centralia. 
Both were very dramatic and “‘cathe- 
dral-like’’, when one stood under the 
umbrella of lower branches. 

Camera points-of-view were limited 
by visible signs of civilization—the 9th 
tee on the golf course, for one, and the 
grave markers for the other. 

We locked in on the Ft. Lewis tree, 
and arranged for the crew to come out 
in two days. The night before their 
arrival, Gerry Ehrlich, one of our pro- 
duction assistants (a Washingtonian who 


We are the only facility in the Mid- 
west offering sales, rental, laboratory 
and production services under one 


was invaluable during the pre-produc- 


“LIQUITECH” Wet Gate 
tion stages), got wind of an awesomely 
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LAUMIC COMPANY, INC. 


35 WEST 45th STREET / NEW YORK, N. Y. 10036 
SALES * SERVICE * RENTALS 


Isn’t it nice to know we’ll be around to service 


your equipment... AFTER THE DEAL IS CLOSED? © 


Moviola 
Console 
Editors 


For a demonstration 
or additional 
information 

contact Ted Powers 
(212) 586-7666 


large tree way up in the San Juan 
Islands. 

Ed deMartin, the Director, felt 
obliged to at least see the tree before 
production began. He and Gerry, Lou 
Girolami, the Associate Producer, and 
Jack Priestley, our Director of Photog- 
raphy, left for the San Juan Islands on 
the next available ferry from Seattle. 
Jack shot our film, called “CIRCUS”, in 
70mm (See American Cinematogravher, 
February, 1973.) | had already set up 
Olympia as our base for the first shoot 
because of its close proximity to the 
tree in Ft. Lewis. 

That night | got the call... Bob— 
this is Lou. The tree /s unbelievable! Ed 
and Jack love it.”’ 

“What would moving the location to 
the San Juan Islands do to our budget, 
Lou?” 

“Don’t ask’”’, he responded. 

Late that night, upon their return to 
Olympia, we all met, and studied some 
20 polaroids of the tree, taken from all 
angles called for in the script. It really 
worked. It was almost a perfect match 
to the tree deMartin had envisioned in 
his original concept and in the story- 
board. 

Lou worked through the night to 
make accommodations for some 35 
people, including crew, talent, equip- 
ment, generators and cherry-picker (for 
tree-panning shots) and their operators, 
who were sent up in advance, as travel 
by road and ferry was tediously slow. 

| asked Jack Priestley if this was 
convincing as a place in which ‘‘God 
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lived’, as the little girl in the story 
believed. When he presented me with a 
polaroid taken of him under the tree, on 
his knees, in an attitude of prayer, | was 
convinced! 


deMartin and | thought the film 4 
“ Spree Tv INSERTS 
would be more “‘true to life” if we a STAGE & POOL 
I 


e 
selected our “talent’’ from residents of FACILITIES AVAILABLE special 


the state. This decision created perhaps % Sie mney noite 
the most arduous task of the pre-pro- oo tf 
duction phase, that of finding five girls = x Hsrlanek sles E ECTS 
who would be perceived by the audi- 663-9331 
ence as the same child, growing from a 
baby to a mature young lady. 
Once, we thought we were all set, 
after three months of interviews all over 
the state...then we did our screen 
tests. This “acid test’”’ indicated that we 
were not ready. Further arduous search- 
ing and testing finally provided the 
winning combination! 


c 


\ 
Ww 
Working with young children may be % 
the most frustrating experience a film- re 
maker can have. But when we achieved Tv 
a usable take, it was like finding gold! 663-9331 > 

Another frustrating element of the 
film had to be the long, seemingly 
unbelievable wait to see dailies. Since 
we spent a good portion of the shooting 
in the “boondocks”, sometimes ten 
days would pass without seeing a daily. 
Scheduled airlines were almost totally 
incompetent; chartered planes were 
slightly more efficient. We were totally 
in the hands of Priestley, who was B@evseseseepeespeeeaeseeeeaeeteeeaseeeeeaeaeeeaeaeeeeaeaeaateaeaeaeaeae eae aeaaeaeaeae 8 
uncompromising in his insistence on 
near-perfect light conditions when 
shooting. His persistence paid off. The 
dailies were magnificent. We never 


pushed the film once, in processing. | | 1860 BROADWAY (64 ST.) NEW YORK, NY. 10023 @ 212-541-6464 


When the first cut was complete and a | | SPECIALISTS IN HORIZONTAL EDITING EQUIPMENT 
slop print produced, it was the closest 


thing to a balanced print | had ever 
seen. 


Shooting in anamorphic created a ; 
few problems, too. (See Groesbeek arti- | | 
cle, this issue.) We carried our own | 
anamorphic lens with us for those oc- ; a 
casions when we were in a town without y | 


anamorphic projection facilities to 

screen dailies. The Todd-AO ana- | j§ 

morphic camera system was used to | 

photograph the film. This wide-screen s 
format was chosen for two reasons: the yy 
oversized format lends itself to the S 
lovely panoramic vistas prevalent in the 


film, and the immense screen was ideal ; rs 
for the unique custom designed theater, gai 


which | will discuss in greater detail 


later. ¥ 
In the first act of ‘““ABOUT TIME”, : = pees, 
we went to great lengths to achieve a ‘ >. 


primeval quality on film. This act, after 
all, established Earth ‘before time”; 
that is, before man was present. It was 
important to achieve a smooth transi- 
tion from scene to scene, representing 
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Earth’s natural beauty, not yet cluttered 
by man’s intrusion. 

We swept from crashing waves on a 
beautiful, desolate beach, the camera 
pushing through the mossy jungle of the 
Hoh Rain Forest on the Olympia Penin- 
sula, to a shot of an eagle soaring high 
over the Cascades, and ended up on a 
pan down our glorious old tree. We had 
to travel some 2,000 air and land miles 
to get the contrasts, but it was all 
accomplished within the boundaries of 
the state. Does the average movie-goer 
realize what it is like to accomplish on 
film that which is visually “smooth” 
and cohesive? 

We had decided on shooting hermit 
crabs, starfish and the other inhabitants 
found only in the tidepools of the 
Northwest, at Neah Bay. Girolami had 
made arrangements with a resident ar- 
chaeologist, who had befriended the 
local tribe of that farthest outpost of 
the Continental United States. He had 
discovered a longhouse that proved the 
tribe’s genealogy back over 2,000 years, 
and had become the tribe’s liaison with 
outsiders. The tidepools hold religious 
significance for the Quilutes, and it was 
an honor for white men to be allowed 
to set foot near them. 

Our advance guard, usually one or 
two days ahead of the crew on the 
itinerary, found to our dismay that a 
bad weather front had set in at Neah 
Bay, and that no sunlight was expected 
for at least a week. 

We needed a location for our shore- 
line and tidepool scenes, and discovered 
an alternate location in La Push, further 
down the northwest coast of the Olym- 
pic Peninsula, 15 miles outside a little 
logging town, called Forks. Indian 
guides of the tribe showed us the access 
routes down the steep slopes to the 
coast. A few trips (about one mile, 
round-trip, from the nearest road to the 
shore) had us all heaving for breath. 

Marty Nallan, key Grip, said, “Forget 
it—no way to honcho all this equipment 
down and still have enough energy to 
make shots.” | agreed. 

Girolami, my Associate Producer, 
started looking for a helicopter, and 
found one in a nearby town. The 
helicopter pilot’s schedule was booked 
solid in forest fire fighting and spraying 
activities. After much debating, he de- 
ferred to our request, and squeezed us 
in between fires, having caught the 
“movie-maker’s bug.”” Six trips back and 
forth from the airport got crew, equip- 
ment and talent on the beach by 7:00 
a.m. each morning. We got great footage 
of the crashing waves here, and simu- 
lated our own tidepool with “‘imported”’ 
sea animals from Neah Bay! 

| have to say, | got a small taste of 
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what cinematographer Robert Surtees 
meant when he referred to “terrible 
experiences filming in Washington on 
‘LOST HORIZON’.” (See American 
Cinematographer, April, 1973.) How- 
ever, we were probably the first Produc- 
tion Company to enjoy good shooting 
weather in Washington most of the 
time. Gerry Ehrlich and John Cox, 
Production Assistants, who had made 
several films in the state, kept shaking 
their heads in disbelief whenever | com- 
plained about the sun poking itself 


, behind a cloud for a half-hour. Ap- 


parently, we were having unbelievably 
good luck, and were too naive to realize 
it. 

But, in the final analysis, we attribut- 
ed our good fortune to Jack Priestley, 
who wore his “‘Location Shoes’’ every 
day. His footwear (we’re giving them 
the benefit of the doubt in calling them 
“shoes’’) were a pair of size 14, Kelly- 
green and white striped suedes, with a 
grossly large Shamrock stitched on the 
side of each! Jack claimed supernatural 
powers were invested in them, guaran- 
teeing sunshine in all outdoor situations. 
(One morning, Jack came to the loca- 
tion sans “‘green monsters.”” We sent the 
driver back to the hotel for them Why 
spit in the eye of fate?) 

Priestley, an imposing 230 pounds of 
he-man, who has filmed many action 
films, showed that he is also a cine- 
matographer with sensitivity. When we 
were in the Hoh Rain Forest, shooting 
some of the “Before Time’’ sequences, 
Jack got all turned on with the natural 
beauty he saw in the eyepiece of a super 
ECU of a mushroom through the Macro 
lens, topped off with a few Proxars, to 
bring us in even closer to the subject. He 
insisted that the whole crew look 
through the eyepiece at this little natu- 
ral jewel. Marty Nallan, veteran of many 
film wars, was not turned on by the 
static set-up and commented, “Yeah, 
Jack, just like shootin’ ‘ACROSS 110th 
STREET’.” It broke the crew up. 


THE EXHIBITION 


In producing a film for an Interna- 
tional Exposition, it is often wise to 
offer the visitor more peripheral excite- 
ment and involvement than possible in a 
standard theater. 

We decided to create a total physical 
environment, related to the ecological 
theme of the Fair, but more impor- 
tantly, to establish a mood for those 
about to see our film 

A dramatic network of ever-curving 
ramps was created, by which to bring 
the visitor from grade level up to a 
height of 24 feet. Three hundred people 
are “loaded” into three ramps; 100 per 
ramp. The destination is the Presenta- 
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tion Theater at the end of the ramp 
network. As the visitor ascends the 
ramp, he literally walks through a “sight 
and sound” show, where he experiences 
the forms of nature: the sun, rock 
formations, vegetation, waterfalls, etc. 

At the end of his journey, he finds 
himself at one of three holding areas, 
immediately outside the theater. A 
large, digital clock is on display, ‘‘count- 
ing down” the minutes before the next 
film presentation. At “zero hour’’, the 
theater doors open on three levels, and 
the viewer enters on one of three 
vertically stacked tiers: the lowest at 
grade level; the highest at 24 feet above 
grade. 

Because of the high visitor volume 
normally experienced at world’s fairs, 
Alex Cranstoun, my partner, in charge 
of Exhibition Design, elected to utilize a 
“locked” traffic pattern; that is, one in 
which the visitor, unknowingly, is al- 
ways moved in a specific direction at a 
specific time. Thus, while entering the 
theater from the left, he leaves from the 
right, and there is a logical, continuous 
flow of traffic in one direction. 


THE THEATER 


Just being in the theater is, in itself, 
quite an experience! Three hundred 
people are literally perched, like eagles, 
on three vertical tiers, one above the 
other, so that everyone has, essentially, 
a first-row seat. 

Although the film was designed to 
work in a standard theater configura- 
tion, we decided to ‘‘zap up” the 
World’s Fair presentation strategically, 
by lining the side walls of the theater 
with floor-to-ceiling mirrors, running 
the full 40 feet from the edge of the 
screen to the edge of the viewing tiers. 

The mirrors are hidden by black 
curtains, and these curtains are automat- 
ically withdrawn at key moments in the 
film, to reveal the mirrors to the audi- 
ence. This was made technically possible 
because the film is rear-projected, pro- 
viding a cleanly-delineated intersection 
between mirrors and screen. The effect, 
when the mirrors are exposed, is such 
that the images seem to explode on the 
screen, and literally stretch left and 
right, as far as the eye can see. 

Of course, those scenes of the film 
seen on the central screen when the 
mirrors are exposed had to be carefully 
designed to look well when flopped, for 
the mirror-image system accomplishes 
the infinity effect by flopping every 
other multiple of the actua/ image on 
center screen. The effect is truly awe- 
some, when we realize that the audience 
is only 40 feet away from a screen that 
measures 23’ high by 50’ wide. The 
viewer is literally in the film!!! 
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THE SOUND TRACK 

With up to six sound tracks available 
to us on the 70mm show prints, we had 
an opportunity to envelop the audience 
in super-stereo for maximum effect. 

A good portion of the success of 
“ABOUT TIME” must be attributed to 
the original musical score and arrange- 
ment of David Lucas and Tom McFaul, 
two young musical geniuses in New 
York City, who are currently enjoying 
tremendous success. Lucas is the “pop” 
specialist. McFaul, of classical back- 
ground, has the talent to adapt the 
“grand sound” of the classics to a 
contemporary idiom. They reviewed the 
rough cut and were “immediately 
turned on.” 

The score runs the full range—from 
the semi-classics of a flute solo, to the 
grandeur and brilliance of a 50-piece 
symphonic orchestra; from the solo 
voice of a folk singer, to the up-beat 
sound of a children’s chorus. 

In my opinion, Lucas/McFaul are the 
hottest musical entries in the film busi- 
ness of the decade. 

Music recorded on 16 tracks was 
mixed down to 4-track, and this, with 
all stereo effects, narration and singing, 
was turned over to Lee Dichter, of 
Photo-Magnetic Sound, who is probably 
the best multi-channel mix man on the 
east coast. He developed a 4-channel 
crossover speaker system for the mix, so 
we would hear the final mix against 
image, exactly the way it would be seen 
and heard at our pavilion. | believe it’s 
the only set-up of its kind in the East. 

Armand Lebowitz, of Lebowitz 
Films, an editor and now dear friend, 
dedicated himself to the task of a 
20-minute film from enough footage 
content to make a film of much longer 
running time. He stayed with Ed and me 
through every phase of recording and 
mixing, contributing all along the way. 
Armand reminds me of an atomic reac- 
tor, somehow concealed in a human 
frame: when running rough-cut footage, 
he supplies all music, sound effects and 
narration verbatim as he stands before 
his “‘Cine’’, working the levers and 
levels, like a maestro standing before his 
orchestra with the baton. 

During all of these post-production 
activities, Don Kloepfel, projection 
systems consultant of Hollywood, was 
busy designing a customized projection 
system for the theater, including custom 
lenses for the DP 75’s, to meet the 
unique problems that are encountered 
in using a wide-screen, rear-projected 
format. 

The combination of the extruded 
plastic Harkness screen and Don’s op- 
tics, gave us a rear-projected image that 
matches the quality of any front-pro- 
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1 jected, standard theater configurations. 


Don also designed the programming 
equipment that automatically cued the 
houselights, curtains and lamp douser 
off a low-frequency signal on the fifth 
sound track of the print. 

Don is “Mr. Reliable’. We’ve thrown 
some tough assignments at him in the 
past, also, and he always comes through. 

All post-production phases complete, 
we previewed the answer print for the 
client at MGM Laboratories in Culver 
City, California. Lyle Burbridge, a real 
pro, showed tears, and said, “I think 
I've been looking for that tree all my 
life.” It was a wonderful reaction, and 
one we all valued dearly. 

Now that our mini-feature, “ABOUT 
TIME” is complete, Ed deMartin and | 
find it has done nothing less than 
sharpen our appetites for our next 
project—hopefully, a full-length feature! 


THE SPECIAL CHALLENGES 
OF FILMING “ABOUT TIME” 


By CHARLES GROESBEEK 


Second Unit Cinematographer 


PROLOGUE 


In this world, you LEARN some 
things and DO others. This author once 
learned to teach philosophy. Partly as 
an escape to some semblance of hon- 
esty, he did Alpine mountaineering and 
guiding. It was through the frustration 
of bringing teaching to guiding that he 
discovered the distinction: you don’t 
LEARN to make love, you DO it. 

Cinematography in film-making is 
one of man’s exacting endeavors. There 
is a staggering amount to be /earned, 
and equally formidable activities to be 
done. Resource material which is aware 
of this seems to be almost non-existent. 
The validity of academia notwith- 
standing, apprenticeship may be the 
only effective way to “get into film.” 
At the same time, economic factors 
make that avenue rare. Sometimes spe- 
cial skills will help. | climbed mountains 
and held a guide’s license. Alvin Yud- 
koff, Silver Mine Films, New York, 
made that initial risk by giving me a 
sound man job with Michael Wadleigh 
on “ONCE BEFORE | DIE” (see Ameri- 
can Cinematographer, Wadleigh, June 
1969, and Groesbeek, “CINEMA 
VERITE”, October, 1970). 

Camera and tape recorder are to 
society today almost as pen and paper 
were to Hemingway, Camus and Jeffers. 
There is no real formula to get from 
classroom or “personal” films to com- 
mercial jobs and professional status. 
Talent? Perhaps. Hard work, sacrifice 
and commitment are more substantial. 

Film is a very expensive medium. 
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Producers can’t be blamed for conserva- 
tive judgment. You tend to get hired for 
what you have done, not for what you'd 
like to do or feel you “‘can” do. 

When the rare opportunity comes 
along to grow and/or shoot “over your 
head’’, excitement is tempered by in- 
quiry: is it just that | charge that fee? 
Can | deliver the footage? 


ENTER: AGOUT TIME 


The following is an account of the 
preparation for just such an opportunity. 
deMartin-Marona & Associates, of 
Elmsford, N.Y., desired certain key 
thrill scenes and winter sequences for 
ABOUT TIME, the State of Washing- 
ton’s contribution to EXPO ‘74. Their 
search led them to friends | had worked 
with who respected my work. Thus 
came that phone call with which all too 
many American Cinematographer arti- 
cles begin. Bob Marona, Producer: 
“‘Groesbeek, we need outstanding ac- 
tion, scenics, etc., shot in 35mm ana- 
morphic for 7Omm projection.” My 
experience was largely limited to 16mm. 
All DMA had to go on was a reputation 
from those who gave the recommenda- 
tion. 


INITIAL PROBLEMS 


Between that contact and accepting 
‘the assignment, suspicions were con- 
firmed that the Todd-AO anamorphic 
system is just another selection of 
equipment—a series of problems to be 
solved. Read about it (there’s damn 
little). Glean as much as possible from 
others with more experience. Take 
notes. 

The problems seemed to isolate into 
seven categories: ONE: wide-screen 
formrat (Todd-AO has _ desqueezed 
finders, eliminating one obvious prob- 
lem). TWO Mitchell S35R is the stand- 
ard camera. THREE: strobing (DMA 
was anxious over that problem). FOUR: 
a full complement of new lenses. FIVE: 
the anamorphic element and flaring. 
SIX: weight and balance for hand-held 
action (one producer consulted said, 
‘‘Groesbeek, you just don’t dash 
around, hand-holding those things’’). 
SEVEN: projection format of 50’ x 22’ 
with the audience stacked on steep 
balconies just 40’ from the screen. 

ONE: wide screen, 2.35-to-1. That's 
an opportunity. Shots can have context, 
eliminating some cutaways. Or, a shot 
can legitimately take the viewer into the 
scene, immerse him in the drama. But 
remember to think wide, check the 
vertical edges through each shot. You 
almost have to do each side separately. 
Also, you can use the format to dazzle, 
or show the viewer what he never 
focused on before—the difference of 
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MOTION PICTURE 
EQUIPMENT 
SPECIALISTS 


the BRENNER CINE-SOUND organization 
covers every aspect of Cinematography equip- 
ment. Under our umbrella we have a unique 
team of personnel and services, backed by 
many years of expertise related to Sales, 
Service, Rentals and Repairs. 
@ Whether your requirements are: Cameras, 
Lenses, Motors, Magazines, Tripods, Power 
Supplies, Lighting, Editors, Meters, Projectors, 
Tape Recorders or Screens BRENNER CINE- 
SOUND has it in stock with product names 
such as: 
Angenieux Eclair 
Arriflex Electro-Voice 
Arrivox Guillotine Oxberry 
Beaulieu Magnasynch Permacel 
Beyer Maier-Hancock Revox 
Bolex Miller Sennheiser 
Canon Minerva Shure 
Cinema Products Moviola Spectra 
Colortran Nagra Sonorex 
Zeiss 
For more information on Motion Picture Equip- 
ment, Sales, Service & Rentals, call or write 


5215 Wisconsin Ave., N.W., Washington, D.C. 
20015 (202) 244-3800 


BRENNER 
CINE@SOUND 


Div. of Ritz Camera Centers 
Nee ee eee 


Neumann 
O'Connor 


: Please mail me additional information: 
: CL] Service [| Sales [] Rentals 
| 


5 Name 
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FOBA 
TRIPOD 


& 


The new Foba tripod is an all- 
metal professional motion picture 
tripod with a Pro Jr. flat-top plate 
which accepts Pro Jr., O’Connor 
models C and 50 and Miller F 
fluid tripod heads. Made in Swit- 
zerland by precision craftsmen, 
the Foba features unique, tubular 
adjustable legs which allow the 
tripod to be used in standard or 
baby positions. Foba comes com- 
plete with triangle-type leg locks 
and elevating riser plate. Max- 
imum height is 62”; with riser, 
73”. Minimum height, 1814”. 
Weight, 16 Ibs. 


FEATURES 


1. Adjustable riser plate. 2, Pat- 
ented individual adjustable legs. 
3. Triangle-type leg locks. 4, In- 
dividual or simultaneous adjust- 
ing of legs. 5.Modularly construct- 
ed for easy repair or parts re- 
placement. 6. Weatherproof. 7. 
Combination rubber and spiked 
tipped legs. 8. Flexible leg ad- 
justment for shooting on uneven 


Price: $31 5.00 


(Note: Price does not include Miller F 
Fluid Head shown in photograph.) 


' degree is so great as to be a difference in 


kind. 

TWO: the big Mitchell. Easy. The 
Todd-AO lenses also fit on a modified 
Arri 2-C. But when the Arri is stripped 
for hand-held, the hard-front lens 
mount leaves damn little room for your 
fingers to complete that “‘‘thou-shall- 
shoot-righthanded” Arri grip. It re- 
mained a problem of some concern. 
However, during ski travel shots, the 
subjects moved unexpectedly off to the 
right. Instinctively, the camera followed 
out on one hand, just like an Arri S or 
Bolex, with no loss of stability. It was a 
surprise to see it there. 

THREE: strobing. Now, there’s a 
bugaboo! THE AMERICAN CINE- 
MATOGRAPHER MANUAL notes 30 
fps for 65 and 70mm panning. 32 fps 
was chosen for ease in calculation. A 
series of tables was made up to practice 
by stop-watch. Literally, boring repeti- 
tion and timing of pans was part of the 
preparation. If you usually shoot 16mm 
and go wider for 70mm. projection, for 
instance, the diligent practice pays off. 

FOUR: new lenses. Well, that’s what 
the job calls for. Todd-AO has an 
impeccable reputation: all informants 
seemed to trust their “’T”’ stops without 


' compensation. As for lens angles dictat- 


ing choice, the ASC MANUAL is invalu- 
able for correlation with lenses more 
familiar. 

FIVE: that anamorphic element up 
front. It’s best not looked at, it’s so 
weird! Flaring was no real problem; 
seemingly less than “normal.’’ John 
Farley, Todd-AO Camera Division, feels 
it is the coating. Those lenses, especially 
the 35mm, 50mm-500mm and 150mm 
macro were used in rugged, natural 
lighting conditions: mountains, crys- 
taline ice structures, aerials, back-lit 
snow forms, long panning zooms back- 
lit and varied light, and on blinding 
snow “from the hip.” 

SIX: weight and balance. 200’ maga- 
zines and the 35mm lens, the widest 
available, but equivalent to 18mm in the 
standard 1.85 format, were used for 
hand-held action. The dynamics be- 
tween man and camera were excellent. 
The balance was perfect. The camera 
with lens, matte box and magazine 
could literally be balanced on one finger 
at the fulcrum below the Arri grip. This 
accounts for stability and control, de- 
spite severely reduced finger space. 

SEVEN: projection format. Now 
that is intimidating! If you go to com- 


SMITH-VICTOR 


Model 710 
HI-Fi STUDIO LIGHT 


New Smith-Victor Hi-Fi Quartz Studio Lights are 
made to meet the needs of the most discrimi- 
nating professional photographer. Housing is of 
Double Wall Aluminum which provides coolness, 
strength and light-weight. They are high quality 
lights for photography or T.V., and are ideal for 
Key, Fill or Punch Lighting. Focusing lever ad- 
justs the light from a 30° spot up to a 60° 
flood. Write for complete specifications and 
price sheet. 


MODEL 710 HI-FI STUDIO LIGHT 
(less lamp) . 
Full line of accessories available 


AT YOUR PROFESSIONAL DEALER 


SMITH-VICTOR CORP. 
Griffith, Indiana 46319 


XENON 


Super-8 Projector 


EURIER ST 42 


Big screen projection 


Stereo model available at: 
$2,990.00! 


Valley Projection 


10214 RIVERSIDE DRIVE 
NORTH HOLLYwoop, CALIF. 91602 
842-3576 


mercial movies and sit within the sev- 
enth row you know that all focus 
problems can not be solved by yelling at 
the projectionist. Open up: focus, focus, 
focus and don’t count on depth of field 
to forgive. In fact, don’t count on 


Available Exclusively From: 


alan gordon enterprises inc. 


1430 N. Cahuenga Blvd. Hollywood, Calif. 90028 
(213) 466-3561 / (213) 985-5500 
TWX: 910-321-4526 * Cable: GORDENT 
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Steenbeck and Kem rentals 


(212) 757-5420 : 
(617) 666-4540 
(202) 232-8398 


New York « Boston: Washington D.C. 


CHAPMAN 
CRANES 


WORLD FAMOUS HERCULES 
CAMERA CRANES STATIONED 
IN ENGLAND, SPAIN AND 
ITALY FOR RENT OR SALE 


Leonard 


STUDIO EQUIPMENT 
. 12940 Raymer 
North Hollywood 

Calif. 91605 
(213) 877-5309 


anything but the ability of your skill to 
control all manageable problems. Not 
having seen a film projected under such 
conditions (remember, 50’ x 22’, with 
audience 40’ away), one can only use 
Creative imagination to solve framing 
and action-flow problems. That’s not 
easy. For instance, when prevailing con- 
ditions give you only two hours to put a 
““soaring eagle’’ in the can, you feel your 
ability to cope is stymied by the mind- 
boggling prospect that the director 
wants a twenty-foot eagle on the screen. 
What a relief when the report from 
dailies says they have enough! Contem- 
plation of the projection format can be 
a genuine stoker too! Imagine flying 
down a hill on skis with your mind’s eye 
going through the viewer's perspective. 
Earth flies by, the horizon tilts, plum- 
meting downhill, rush masses, trees fly- 
ing—ski to an edge and feel the next 
stop is oblivion. This experience was 
such a rushing trip that I became 
turned-on to skiing in the trees, bursting 
the lens through _ rime-encrusted 
branches, and finding more and more to 
startle the viewer—it was scripted as a 
THRILL RIDE. This probably was over- 
done, because Bob Marona said, “If we 
used some of those shots, they’d have to 
be subtitled, ‘this is used some of those 
be subtitled, ‘This is not a fake.’ ”’ 


SUBSIDIARY PROBLEMS 


There was a crew to be secured. The 
first assistant cameraman is of para- 
mount importance, necessarily so when 
using unfamiliar equipment. It’s well if 
you've worked together and he respects 
your results and work habits—probably 
eating and drinking habits too, if it’s 
Tim Wawrzeniak. It was. We were on a 
National Geographic/Wolper shoot to- 
gether in Peru (see AMERICAN CINE- 
MATOGRAPHER articles on “‘JOUR- 
NEY TO THE OUTER LIMITS”, Janu- 
ary, 1974.) Anyone who proved to be a 
stalwart of competence in the high 
Andes, with four cameramen to mess 
things up, certainly could handle one- 
man shooting in the State of Washing- 
ton. A good rule in looking for team 
members: always get the best; if possi- 
ble, better than you are. 

Aside from needing the finest pos- 
sible assistance, winter shooting often 
entails extreme conditions and relative 
isolation from normal support systems. 
All problems must be anticipated. This 
was tested during the shoot. The speed 
with which the project had to be com- 
pleted, coupled with vicious weather, 
wind, sun-eclipsing cloud cover, cold, 
and logistical machinations contingent 
on the above, meant that every shot had 
to count. And, it must be grabbed in the 
briefest conceivable time. Winter shoot- 
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NEW MOLEPOWER 
SEE-THRU 


SPIDERS 


Send for bulletin 


937 N. SYCAMORE AVE. 
HOLLYWOOD, CALIF. 90038 
PHONE (213) 851-0111 


HOLLYWOOD'S OLDEST 
FILM SCHOOL 

NOW ACCEPTING ENROLLMENTS 
FOR OUR NEXT 


MOTION PICTURE COURSE 


CAMERAS « SOUND RECORDING 

LIGHTING « EDITING « EFFECTS 

COMPOSITION « SCRIPTING « ETC. 
Two Week Courses— Evening Classes 


DANNY ROUZER 


= TUbDiO 
7022 Melrose Avenue, Hollywood, California 90038 
Request Brochure HC (213) 936-2494 


ECCO 


100 


Anti-Static 


Film Cleanar fa | 
ji Eteo ~ 

Amazing ECCO 1500 lubri- — SO 
cates, cleans and conditions \~ 
film easier and faster—dries 
instantly! Contains careful- 
ly compounded chemicals 
to remove oils and grease, 
stops dust-attracting stat- 
ic. Film stays cleaner 
longer, pliable longer. 
ECCO 1500 actually 
conditions the _ film, = ae 
eliminating the need for SRE 
waxing—ideal for green prints, to pre- 
vent sticking, jumping, chatter and 
other projector problems. Also helps 
continuous-run film. See your supplier. 


Write for literature 
EST... 1951 


ELECTRO-CHEMICAL 


PRODUCTS CORPORATION 


89 WALNUT STREET 
MONTCLAIR, N.J. 07042 
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John Chiles 


UNDERWATER 
films 


for information call 

John Chiles 

3410 Galilee Road 
Jacksonville, Florida 32207 
[904] 398-7922 or 757-5137 


JOHN BARRY 
(INC., Birns & Sawyer Australia) 


SALES 
SERVICE 
RENTALS 


105 Reserve Rd. 


Artarmon-Sydney 

Ph (02) 439-6955 
Cables Birnsaw, Sydney 
Telex 24482 


Crystal clear liquid gate 
blow-ups from 16 or 
SUPER 16 originals. 
Special optical effects in 
any combination of 16 
and 35 mm. 

Complete professional 
service for the independ- 
ent film producer. 


COMPUTER OPTICALS 


Call (213) 466-1333 
1033 N. Cole Ave., Hollywood, CA 90038 


BIG SAVINGS 


16mm CAMERA STOCK 


Black & White Sports Special! 
ASA 200 Reversal With Mag Stripe. 


FOOT RON sie oiispar eis 2.95 4Rolls ....11.25 
400’ Roll on core . 10.95 1200’ Roll . 31.50 
FRESH ASA 64 or ASA 500 Reversal 
Single or Double Perf. 
NOOR RONG scot ccs 3.95 4Rolls.... 14.95 
400° Roll on core . 13.95 1200’ Roll . 37.95 


16mm GAF Anscochrome Color 
Daylight ASA 200 Double Perf. 
100’ Roll ...3.99 200’ Roll... 7.49 
Tungsten ASA 25 Double Perf. 
Shooting or Printing Stock 
100’ Roll 2.95, 400’ 10.99, 1200’ 31.95 
GAF Factory Color Processing 5.50—100’ 
Check with us for outstanding buys in 
16mm & 35mm cameras and lab equipment. 
* We ship all orders within 24 hours. 
* All prices include FREE delivery in U.S. 


* Please send check with order. 
% Elsa firms add 6% Sales tax 


FREESTYLE SALES CO. 


5126 Sunset Bivd., Hollywood CA 90027 
Phone (213) 660-3460 


ing necessitates speed. It’s not just the 
cold. Exposures ranged from using NDs 
to only one stop left in a matter of 
hours. Aside from meeting all issues 
with practiced alacrity, Wawrzeniak and 
our key grip, Kurt Young, proved to be 
amicably tolerant when | really didn’t 
know how to use them effectively, or 
knew what | was doing. No equipment 
breakdown occurred, despite below-zero 
cold and rapid changes of location to 
catch malevolent weather in a weak 
moment. Shooting eagles was like being 
on a CINEMA VERITE team always 
chasing the action. Set up equipment. 
The cameraman and assistant would 
cradle camera or O’Connor 100, tearing 
down dirt roads in the back of a truck, 
jump out, run to a knoll, spot an eagle, 
shoot it (if it comes within range), run 
back to the road, get picked up, and off 
again. How else do you get a 20-foot 
eagle in two hours? 


RESPONSIBILITY 


To continue on preparation: respon- 
sibility is paramount. When you rent 
from a house such as Todd-AO, you 
have confidence everything is going to 
be right. But if something is not, it’s the 
D.P.’s responsibility, not theirs. There 
are no excuses when dailies are 
screened; that’s what you did—the 
moment of honesty in film Hence, it 
was imperative that tests were run with 
film on lenses and bodies to be used. 
Wawrzeniak, living in Santa Monica, was 
entrusted with this. My home, Silver 
Plume, Colorado, is awkward commut- 
ing distance to Todd-AO. The results 
were checked. Responsiblity is whose 
head gets chopped if something goes 
awry. 


SOMATIC PREPARATION 


Shooting, especially the kind of cam- 
erawork required by Ed deMartin, direc- 
tor of “ABOUT TIME,” is a sensual 
(physical) activity. It is assumed that all 
one’s creative intelligence, skill and ex- 
perience will be brought to a job. That 
requires deliberate orientation to the 
assignment. One is inclined to think of 
that area as being more obvious than the 
state of the cameraman’s body. Some 
shoots are no less exacting in body 
control than a performance in dance— 
certainly true in tripod movement. Ap- 
plicable to sound, too. | first realized 
the. sense of dance watching Larry John- 
son wield his shotgun mike, with Cam- 
eraman Dave Myers shooting “The 
Grateful Dead” at Woodstock. 

Hand-held camera work requires con- 
trol and, in this case of Todd-AO 
anamorphic, strength and the ability to 
relax with the weight. It is not enough 
to condition the arms. Hands, wrists, 


NOBODY makes BETTER 16mm 


COLOR POSITIVE PRINTS 


= than TEKNIFILM ! 


@ Small enough to give you 
PERSONAL ATTENTION 
e Large enough to meet your 
DEADLINES — 40,000 ft. / shift 


TEKNIFILM, INC. 


1923 N.W. Kearney + Portland, Oregon 97209 
Telephone 503/224-3835 


- TRY US ON YOUR NEXT PRINT ORDER 


Covering FLORIDA 32a 
like the SUNSHINE— 4, 


COMPLETE RENTAL SERVICE 


PHOTOMART 


CINE EQUIPMENT SUPPLIERS 
6327 S. ORANGE AVE.,® ORLANDO, FLA. 32809 
eeeseeeeseeeesceeeeeseseee 


Phone (305) 851-2780 


BOLEX ACCESSORIES 
@ 24-Frame Sync. Camera motor—115V 
e@ Var. Speed Battery Camera motor—24V 
ws 400-ft. Magazine w/400’ counter in camera 
@ Intervaltimer—Range 11/2 sec. to 36 min. 
# Animation motor for new single-frame shaft 
Write for Bolex Accessory Catalog 
STEVENS ENGINEERING CO. 
P.O. BOX 1605, 


NEWPORT BEACH, CA 92663 


FILMING FACILITIES 


ASIAN FILMS 


72, JANPATH,N .DELHI-1 


Cable : Moviphoto, 
New Delhi (India); 
Telephone : 47995 


R-2 Reflex Auto- 


COLLIMATOR. 


Focus Testing Equipment is made by 
RICHTER CINE EQUIPMENT, ESSEX, N.Y. 12936 
for people who care about image quality. 
Cost? Less than one good lens or 
one out-of-focus scene. 


AUTOMATIC oy al PROVESSCS 
Processes up to 200 F 

Super 8 to 105mm : 
Movie—X-Ray  ®@ Microfilm. 

Motor Driven-Portabie - 

Film Dryers Available 

Guaranteed 

Write for Free nenermce 

OUR 27th YEAR 


Micro Record Corp. 
487-14 South Ave., Beacon, N. es 12508 


AMERICAN CINEMATOGRAPHER, OCTOBER 1974 


KINGSWAY: 
CANADA’S 
POST-PRODUCTION 
EQUIPMENT 
SPECIALISTS. 


Featuring 
STEENBECK e BAUER 
PRECISION e MURAY 


For more information on all our fine equipment 
contact: 


\Wy Kingsway Film Equipment Ltd. 


821 Kipling Avenue, Toronto, Ontario 
MS8Z 5G8 Phone: 416-233-1103 


For Professional Equipment in 


PHILADELPHIA, 
O. H. HIRT, INC. 


39 N. 11th St. ° Phila, Pa 19107 
(215) 923-0650 


PROJECTORS 


Interested in buying an outstanding re- 
conditioned 16mm projector? 


Each projector is sold at unbeatable 
discounts with a money back guarantee. 


Write for free price list and reprint of an 
article from ‘Filmmakers News Letter” 
on ‘‘Buying a Used Projector’’. 


HECHT MOVIE inde pions co. 
Box 443 (9 Le 647-6334 
Ellenville, N.Y. 124 


a OPTICAL 
PRINTERS 


IQUID GATE 
ANIMATION 


Division of Richmark Camera Service, Inc. 
Tel.[212] 585-0730 [Ege ois 
Cable OXBERRY, N.Y. LAW 

516 TIMPSON PL., BRONX, N.Y. 10455 


OPTICAL PREY 


@ ' 
W.-K CAMERAENGINEERING 


5101 san leandro st., oakland, calit, 94601 (415) 531-5070 


Complete 16mm & 35mm color & b&w 

Seer ete and printing. Eastman COL- 

OR Ektachrome process. Magnetic 

sound striping for eee: arene pone 
Super 


es ourets 
film treat- 
ment. 16mm 
© prti-c.al 
Transfers. 


QUEBEC 1085 St. Alexander St., Montreal, Quebec 
FILM LABS Telephone (514) 861-5483 


MOTION PICTURE EQUIPMENT 
; CORPORATION 
McALISTER CAMERA DOLLY 
HOLLYWOOD SCENE DOCK 
GRIP EQUIPMENT 
5428 SATSUMA AVE. 
NO. HOLLYWOOD, CAL. 91601 
(213) 766-4397 


and the whole body must work as a } 


unit. One easy way to insure the requi- 
site supple strength is climbing 100 feet 
each day on a rope—arms only—with the 
rest of the body in coordinated rhythm. 
Yes, for skiing, mountaineering, or 
other rugged activity, the legs must 
carry and act as stabilizers. Jogging or 
any kind of deliberate exercise seems 
not only boring, but ridiculous to the 
point of being useless. A personal judg- 
ment, of course. Yet, the key to con- 
trolled strength is in the trunk; pre- 
cisely, in the stomach muscles. 

It can be said that | can afford to be 
so cavalier because | live in a mountain 
chalet at 10,000 feet in the Rockies, 
and climb or go ski-mountaineering al- 
most at will. Perhaps. But, | came to 
those conclusions long before living in 
such an advantageous spot. Maybe it’s 
basic laziness. 


SPECIALIZED EXPERIENCE 


High mountain filming seems to be a 
difficult thing for some cameramen to 
master. Exposure meters have a tend- 
ency to mislead; incident readings may 
be the greatest culprit. It is hard to 
isolate specific preparation for quality 
footage on snow, especially in the 
mountains. Experience, including an ap- 
prenticeship with an accomplished cine- 
matographer on snow is probably the 
most adequate. Summit Films of Denver 
is an excellent example. (See AMERI- 
CAN CINEMATOGRAPHER, Corbet, 
“NK NEW WAY OF SEEING...A 
FRESH WAY OF FILMING”, April 
1970, and Brown, Fulton, “ATLANTA 
70—NZURI: EAST AFRICA”, August 
1970.) Roger Brown and Barry Corbet 
probably have had greater effect than 
most upon the select field of sponsored 
action/adventure films. To say more 
than a great deal was learned (absorbed) 
from association with them and Bill 
Trautvetter, would be to delve into a 
lengthy analysis of various meters, 
lenses and light properties, shutter an- 
gles, calculations and whatever is the 
knack or connoisseurship of disciplined 
eye/mind. 


AIRBORNE HYPE 


Aerials of the North Cascades, Wash- 
ington, hold a key place in DMA’s film 
“ABOUT TIME”. The quality had to 
measure up to the work of the primary 
Director of Photography, Jack Priestley, 
whose credits include “MOBY DICK”, 
“CINERAMA” and “ACROSS 110th 
STREET”. He shot the bulk of 
“ABOUT TIME” in the spring and 
summer. Preparation for the aerials was 
threefold: ONE: experience, TWO: im- 
aginative planning for the specific need, 
and THREE: finding the appropriate 
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We are No. 1 


in the East 
The Largest Suppliers of 


Editorial Equipment 
and Services 


including cutting rooms and 
equipment rental for over 35 years. 


e 4 DeLuxe Screening Rooms 


theatre, inc. 


1600 BROADWAY, NEW YORK, N.Y. 10019 
(212) 246-0865 


Tal TAL 


Universal caries Sei Unit crystal 
syncs any , 16 or 35MM camera, 
interlocks any projector with any record- 
er. Use this $300 Unit to build interlock 
mixing systems with your recording 
equipment! Write for brochure. Digital 
Film Equipment, 1205 West Drew, 
Houston, Tex. 77006. 713-528 5090 


If it’s worth saying 
it’s worth saying into 
a Shure Microphone 


PROFESSIONAL 


a \ 
ey SIS UNDERWATER 
atte 


PHOTOGRAPHY 


(415) 841-0555 


Al Giddings Enterprise 
6853 Buckingham Blvd., Berkeley, CA 94705 


UNDERWATER AND 
WILDLIFE FILM 
SINCE 1948. 
fl Arriflex 
3 Ade 
oto-Sonics 
= Millikens 


| 
= 


& 
2 


+ 
Cooke 
Zeis 
Kinoptic 
+ 


Individually 
Water Corrected 
Lens Dome Ports 


= The finest 
underwater 
equipment 
available in the 
world today 
Underwater 
lights, gener- 
ators, boats, 
equip., rental, 
stock footage 


95 W. Enid Dr., Key Biscayne, Fla. 33149 
(305) 251- 6990 or 361-2366 


IN CANADA 


Editing a cinch with the KERA time saving 
Film Editing Tables (4, 6, and 8 plate models). 


Phone or Write: 
UBRO FILM TECHNICAL SALES & SERVICE 
19 Sealcove Drive, Etobicoke 652 
- Toronto, Ontario, Canada (416) 621-2679 


ST 


CANADA 


Exclusive Distributors in Canada for: 
ARRIFLEX Motion Picture Equipment 
NAGRA Tape Recorders 
IANIRO Lighting Equipment. 

Write for price lists and brochures. 


BRAUN ELECTRIC CANADA Ltd. 


3269 American Drive (416)677-3243 
Mississauga, Ontario, Canada L4V 1B9 


MOVIES FROM SLIDES 
Dissolves, Pans, zooms to areas as small as 14”, 
using computerized Oxberry Animation Stands. 
Send for information, free film chart, pocket 
slate, field guide and sample film. 


ANIMATED PRODUCTIONS, Inc. 
1600 Broadway (212) CO 5-2942 


CALL A PROFESSIONAL 
Cine-Craft, Inc. 


A full service laboratory for 
16mm, Super 8, Regular 8 
Any quantity Best prices 


8764 Beverly Bivd., Hollywood, Calif. 90048 
(213) 652-7357 


Write for free brochure 


W. CARSEN CO. LTD 


31 SCARSDALE ROAD e DON MILLS 


ONTARIO © CANADA « M3B:2R2 


CENTRAL FLORIDA 


. .and everywhere 
director/cinematographer 


RODNEY E. CAVIN 


P.O. Box 507 
Florida 32701 


(305) 838-8326 
Altamonte Springs 


LINWOOD DUNN, ASC 
Former Head of RKO Studio Effects Dept. 


CREATIVE 
SPECIAL EFFECTS 


Theatrical @ Industrial @ Educational 
Complete Advisory and Technical Services 


From Story Ideas to Theater Screen 
West Side Story—My Fair Lady 
It’s a Mad, Mad World—Hawaii 
The Bible—Thoroughly Modern Millie 
The Great Race—Darling Lili—Catch 22 
Expo 67- 70—Airport—Song of Norway 
Cousteau’s Living Sea Museum 
Concert for Bangladesh—Space Theaters 


FILM EFFECTS of Hollywood 
1140 N. Citrus Ave., 
Hollywood, Calif. 90038 
Phone: 469-5808 Cable: FILMEFX 


pilot, aircraft and camera mount. 

ONE: Experience breaks down into 
several categories. My record here 
seemed sparse, and included mainly 
follow-shots of skiers and some scenics 
from choppers. This was supplemented 
by a fair amount of time in a helicopter 
and a great deal of screening unedited 
aerials. At such screenings, with four 
cameramen present, serious criticism 
can be unrelenting. At minimum it is 
educational: exposure settings (you 
usually tend to open wider than re- 
flective reading indicates), use of zoom 
(can be effective, but fraught with great 
hazard), and using the aircraft as a 
dolly, etc. 

Knowledge of one’s fear is another 
factor of experience. This may seem 
strange for a professional alpine guide to 
bring up. But fear of falling, when held 
by your own ability, and fear when 
being flown around the mountains, are 
categorically different. For instance, go- 
ing up to pick locations in the Buga- 
boos, British Columbia, some of North 
America’s most vertical topography—a 
place where | had climbed and guided—I 
was unnerved by the confined spaces in 
which the chopper had to spiral to gain 
6,000 to 7,000 feet of altitude. The 
only satisfactory response seemed to be 
to start shooting. Then reality would 
cease at the viewfinder. 

TWO: Fulfilling scripted require- 
ments cannot be left to impulse or 
escape. Prior to getting on location, read 
the script, study the shot schedule with 
its notes, and discuss the input with the 
director about what’s needed. Time 
should not be discounted as an element 
in the fermentation of such plans. Time 
was allowed for observation of two 
favorite eagles, climbing to watch and 
meditate from heights, and review of 
aerial footage. If you can program 
dreams, do it—and that from the 
viewer's seat. The use of footage governs 
its shooting. Notes for further review 
with the director are useful. The fre- 
netic pace of location shooting can 
bounce the best-laid plans from memory. 

THREE: After much discussion, we 
decided upon old friendly, the DC-3. 
The aerials were to be point-of-view for 
that now-infamous eagle. The DC-3 
simulated the soaring quality better 
than a chopper. 

Using an eight-party phone in the 
mountains west of Silver Plume, Colo- 
rado, to arrange logistics between DMA 
on the East coast and contacts in 
Seattle, can be awkward. Add to that 
the anxiety of trying to explain East 
and West how critical is the pilot’s 
skill—results in Kierkegaardian Fear and 
Trembling (Sickness Unto Death came 
later). ANGST was not the passing 
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SERVICE, INC. 
FULL SERVICE 16mm. LABORATORY 


INTERNEGATIVE 


EASTMAN coLoR 


POSITIVE 


e PROCESSING — ECO — EF — B&W 
e ADDITIVE COLOR PRINTING 

¢ EDITING « SOUND SERVICE 

¢ EDGE NUMBERING * VACUUMATE 
e ULTRASONIC CLEANING 

¢ FILMSTOCK ¢ SUPPLIES 


CALL COLLECT (216) 881-4510 


4019 PROSPECT AVE. CLEVELAND, OHIO 44103 


largest and most complete 
rental house 


CINEVISION 


2000 Northcliffe Ave. 2264 Lakesfiore 
Montreal, Quebec Blvd. West 


Toronto, Ontario 
(514) 487-5010 (416) 252-5457 


18 West 45th St. 


KEM 8-plate 


Editorial Universal Tel. (212) 
Editing Helical 1-inch 


Services J fSitea ra 986-5707 
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For Bolex Cameras: 


«Long Telephotos & Accessories 
- Angenieux 12 to120s & 9.5 to95s 


LENS SUPPORTS 


write for brochure 


Din Film Associates 
9 Worster Ter., Weymouth, MA 02188 § 


MOVING? 


When changing your address, please noti- 
fy us at least four weeks in advance. BE 
SURE to give your FORMER address as 
well as your NEW ADDRESS and ZIP 
CODE. 
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PRODUCTION MUSIC 


Complete 132 Album collection of 
Production Music for editing, scoring, 
and post production of films, video- 
tapes and TV programming. Write for 
catalog describing 3,000 selection li- 
brary. Re-recording and clearance for 
use of library available at economical 
rates for producers. 

Also 16 Album Production Sound 
Effect Library available containing 
over 500 different Sound Effects. 


Send for Free Catalogs 
THOMAS J. VALENTINO, INC. 
Established 1932 


151 West 46 St. Sie CI 6-4675 
New York, N.Y. 10036 
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Shooting in Fort Lauderdale? 


Complete Mobile Unit / Motion Picture 
& TV Lighting / We also service the 
Southeast & Midwest. Ca// us! 

Jim Latham & Bert Bertolami 


Advance Producers’ Services 
PO Box 6444 (305) 989-2151 
Hollywood, Florida 33021 


BEHIND: THE-LENS FILTER HOLDERS 


For Angenieux lenses on all Arriflex 16, Eclair NPR 
and CM3 cameras, and for the 25-250 Angenieux for 
35 mm - - in kits with gel cutter, tweezer, spare gel 
container and other convenience features. - 


Ask for brochures 


CUSTOM PHOTOGRAPHICS 


P. O. Box 25007, Portland, Oregon 97225 » 503-292-5569 
IGMM pro- 


ON Pp {T) cessing house. CPT lab 


offers a full range of 
lab services and post 
production facilities. Conveniently located in central 
North Carolina near major colleges and universities, 
major research institutes, and national and inter- 
national sporting events, CPT offers producers work- 
ing the area or out of town, who want the ‘personal 
touch, such services as: one day service on pro- 
cessing and workprinting of ECO (in by 9- out by 5), 
post- flashing of EF/B, scene-to-scene color correct- 
ed answer and release prints, silver sound tracks on 
7390 or 7389, complete sound facilities for multi- 
channel mixing, transfers, live recording, plus editing 
services, screening rooms, and animation photography. 
Write or call for price list and catalog of services 
639 Wellons Village 
Durham N.C. 27703 919/688-7265 


RECHARGEABLE BATTERIES 


Highest Energy © Lightest Weight ¢ Most Compact 


IF YOU HAVE TO CARRY BATTERIES 
DEPEND ON BATTERIES. .. OR DESIGN WITH THEM 
YOU'LL APPRECIATE YARDNEY SILVERCEL! 
Send for information. 


COMMERCIAL/ INDUSTRIAL SALES ’ ardney 
82 Mechanic St., Pawcatuck, Conn. 02891 gua ELECTRIC CORPORATION 


ot more than 


CPT FILM LABORATORY 


British Made 16mm 
BELL & HOWELL 631 


Secondhand 
2000’ Cap. 
Sound/Silent 
750/1000 Watt 
Lamp 

710 Volt AC 
Without Speaker 


' Carriage 
HILTON, 7, West Hill, Paid to N.Y. 


DARTFORD, Kent, ENGLAND. 


IN SAN FRANCISCO 


and Northern California 

CP-16 HEADQUARTERS 
The CP-16 Single Sys- 
tem/Double System 
16mm camera has be- 
come THE TV news 
camera. @ SALES 
GSA-authorized. We'll 
come to you ® SERV- 
ICE 24-hour service 
available @ RENTALS 
Send for our catalog of 

new 16mm production rentals 


ADOLPH GASSER, INC. 
5733 Geary Boulevard ® San Francisco, Calif. 94121 


Telephone: (415) 751-0145 


through the narrows of birth as its | 


etymology suggests; only destructive 
foreboding. 

As it turned out, a Seattle firm had a 
well-loved and preserved DC-3 pilot. All 
through what might be called a “train- 
ing discussion”, he kept nodding with 
assent. Every requirement was defined 
several days ahead of time so the pilot 
would have time to mull over, plan and 
imagine how he would serve the camera. 
The problem is much different than for 
a chopper pilot. In a DC-3, the camera, 
or “eye” of the craft is at the back 
door, with limited forward movement. 
Ideally, it would be mounted in a 
nose-bubble, with optical glass. 

The airline’s mechanics worked with 
Kurt Young to secure baby legs, dead- 
eye chained in the open door, as close as 
possible to open space. A wind deflector 
was fabricated and attached to eliminate 
buffeting on the 50-500mm anamorphic 
lens. Safety cables secured cameraman, 
Wawrzeniak, and Young. Ed deMartin 
gallantly wandered about, relying on the 
intellectual conviction that no one 
could fall out past the tripod! 

Dramatic aerials of mountains re- 
quire flying in and around them. Ridges 
and abysses must be filmed close-on, or 
they tend to flatten into mere curiosity 
pieces, like astronaut photos. To accom- 
plish this, a judgment must be made 
about the pilot. The most useful rela- 
tionship is for the cameraman to push 
the pilot for more and more exciting 
shots, with the confidence that he will 
not violate that zone beyond reasonable 
safety. It cannot be emphasized enough 
that mountain flying is the most testy 
of sports, requiring specialized training 
and experience. At least two extraordi- 
nary alpine guides and cameramen, of 
my friendship, are now a double am- 
putee and paraplegic, respectively, be- 
cause their pilots were not good enough. 

An eagle, especially the golden, soars 
on up-drafts at ridges. The North Cas- 
cades are supremely Alpine in winter; 
sharp ridges, like the cutting edges of 
creation. They had to be filmed: closer, 
closer. Wow! Beautiful! Fantastic! Hang 
on, getting it, wow/ Visual orgasm! 
Oop, where did they go—hey, I’m float- 
ing—wham!/ Thud on an empty galley— 
oop, up again—light-meter glances off 
face—crunch, knees to the deck (don’t 
bother praying, Groesbeek, get that 
camera back in business). Pull back to 
find. It’s passed. Turbulence was like a 
space-age exercise in weightlessness. 
Only by repeating that Sickness Unto 
Death over and over again, ridge after 
ridge, and leading the plane as much as 
possible, could the drop-aways be 
gotten. The pimples of terror on the 
face of fear became the criterion of 
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BLOW -UP 


HIGH QUALITY 
35MM NEGATIVES 
FROM YOUR 16MM ORIGINALS 


(OUR ONLY BUSINESS) 


Stock Shots Enlarged to Match-in with 
your 35mm Negative 


Complete Pictures Transferred to 35mm 


Call—Adrian at (213) 463-3178 


CINESERVICE, INC. 


1459 North Seward Street 
Hollywood, California 90028 


QUALITY 16mm PRINTS 


OUR SPECIALTY 


Satisfied customers coast to coast 


B&W e Kodachrome e Ektachrome 
Color Interneg « Positive 


1923 N.W. Kearney St. 
TEKNIFILM, INC. ?3'23ss-° 
® (503) 224-3835 
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LAB AND SOUND 
FULL SERVICE 
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MONTREAL TORONTO 

2000 Northcliffe Ave 9 Brockhouse Road 
Montreal, Que. H4A 3K5 Toronto, Ont. MBW 2W8 
Tel. (514) 484-1186 Tel. (416) 259-7811 


“A DIVISION OF ASTRAL BELLEVUE PATHE LTD./LTEE 
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vabd GaMeRa 
wm SERVICE 


Motors, Lenses, Etc. 
FACTORY TRAINED BY ECLAIR 
(213) 469-1551 
6572 Santa Monica Bivd. 
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E 
ECLAIR AND ARRIFLEX i 
b 
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Hollywood, Calif. 30038 | 
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UHLER MOTION PICTURE 
FILM PRINTERS 


35, 16, and 8mm. Contact continuous, and optical 
reduction and enlarging for color and B&W films. 
Please write for information and prices: 


Uhler Cine Machine Cable: Uhicima 
15762 Wyoming Ave., Detroit, Mich. 48238 
(313) 861-4663 


PROFESSIONAL SUPER-8 SERVICES 


* Ektachrome developing to ASA 500 

* workprints. with edge numbering 

* A&B printing for dissolves and fades 

* sound striping and transfer 

* professional laminated VITATONE striping 
* Pre-striped Prints 

* Low Contrast Masters 

* Reductions =Blow-ups = Silent = Sound 


SEND FOR NEW PRICE LIST 


iy § LL. (213) 462-6814 


NEWSFILM LABORATORY, INC. 


516 No. Larchmont Blvd. 
Los Angeles, California 90004 


ANDROMEDA FLIGHT 


Aerial Cinematography 
Aerial Film Production & Design 


HELICOPTER : JET: FIXED WING 


PHIL GREENE (415) 388-8340 
336 Ridgewood Ave., Mill Valley, CA 94941 


INSURANCE 


WE INSURE ALL TYPES OF 
MOTION PICTURE, TELEVISION 
AND DOCUMENTARY FILMS 
COVERAGES FOR 
Special Equipment Floaters © Negative 
Floaters @ Cast Insurance ® Third Party 
Property Damage ® Producer's Errors and 
Omissions @ Workmen's Compensation 
© Comprehensive Liability 
Call (day or night) (213) 466-8351 
TRUMAN VAN DYKE COMPANY 


6922 HOLLYWOOD BLVD. « SUITE 202 
HOLLYWOOD, CALIFORNIA 90028 


IN CANADA 


locations 
(403) 328-1346 


services 


1242 Fifth Avenue So., 
Lethbridge, AlbertaT1J OV5 


KLM Associates, Inc. 


getting excitement for the viewer. 


CONCLUSION 


16mm film-makers, especially docu- 
mentary and action/adventure crews, 
seem to have a not-unfounded reputa- 
tion for free-wheeling (sometimes un- 
professional) approach to film. When 
they go to the movies, they often 
experience frustration, because they 
know how they could enhance the visual/ 
dramatic impact, if only given the op- 
portunity. Maybe so, maybe not. But, 
big commercial production houses tend 
not to seek out independent film- 
makers for even second unit work. 
Much of the justification for this lies 
with the 16mm men themselves. They 
should give up their flippant descrip- 
tions of using gaffer tape to solve all, or 
talking of creating innovative modifica- 
tions of equipment with only screw- 
driver and pliers. Most of that is pure 
fiction. Sure, 16mm men are resource- 
ful; that’s how we survive with one to 
three-man crews and small budgets. In 
reality, what the 16mm men are trying 
to say is that they have a valuable, 
unfettered approach to film. But, there 
must be a better way. 

16mm equipment has its restrictions. 
The opportunity to use 35mm and 
70mm gear is pretty much controlled by 
big money, which tends to be conserva- 
tive. One justification for this article is 
to say that the ability to jump from 
16mm _ to Todd-AO anamorphic, for 
instance, is not unusual. Professionals 
whose experience may be limited largely 
to 16mm are inclined to measure up 
while infecting larger formats and big 
budget films with the realistic excite- 
ment/thrill, penetration and sensitivity 
often found in 16mm. Exercise of pro- 
fessional, disciplined skill will prevail. ™ 


SHOOTING 
Contact Jim Grattan for 
top equipped crews. Single 
and double system. 


CANADA? 


GRATTAN Pera St. aire ac 
te 507. Montreal 10 anada. 
PRODUCTIONS (514) 878-9638 
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A COMPLETE 


16mm MOTION 
PICTURE LAB. 


OVER 32 YEARS EXPERIENCE 
Use Specialists to Make Your Color Prints 
Pioneer in 16mm color negative- 
Positive printing and processing e 
Color additive printing e Edge 
Numbering e Cutting Rooms avail- 
able e Same day service on Koda 


and B&W reversal dailies 
“Clients throughout 
world”’ 


"Re Mark of Quality 
Color Reproduction Co. 


7936 Santa Monica Blvd. (213) 654-8010 
Hollywood, Calif. 90046 


WESTHEIMER Company 


the’ entire 


Joseph Westheimer, A.S.C. 
TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 


FOR MOTION PICTURES AND TELEVISION 
HO 6-8271 


736 Seward St., Hollywood, Calif. 90038 


LOCATION RENTALS 


Complete Line of Steenbeck film Editing Machines 


delivered to your premises. 


16mm, Super 16, 


35mm, Techniscope, Cinemascope, and Panavision 
4, 6, and 8 plate machines available on lease or 


lease/purchase plan. 


On the WEST COAST, call 213/931-4111; in the 
EAST call 301/299-7259; or 617/969-7100 in New 


England. 


P.O. Box 34102 e Bethesda, Maryland 20034 
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BUY — SELL — SWAP HERE 


STUDIO PRODUCTION EQUIP. 


FOR SALE: Bolex H-16, 17-70 Pan Cinor 
with finder, $250. STEVE HOWARD, 2115 
Mt. Lake Rd., Dallas, Texas 75224, 330-9995. 


studio. double 
News 
Full 
Box 


BRAND NEW-—Bauer P6- 
bands, synchrons—real bargains. 
Beaulieu 16, Dealer will sell at cost. 
warranty. GORDON YODER, INC., 
20296, Dallas, Texas 75220. 


ARRI BL, 12-120 Angeneiux, with zoom 
motor driver, B.!l. Arri meter, 12V battery, 
12-V motor, 2-400 film mag., Arri speed 
varier, shoulder brace, matte box, 3 filters, 
Halliburton case, Miller pro tripod, Pro fluid 
head. All mint condition. List $17,000, Sell 
$11,000. TOMMY FRYE, 3672 Haddon Hall 
Road, N.W., Atlanta, Ga. 30327 (404) 
237-5304. 


CANON SCOOPIC, like new, two batteries, 
complete, must sell, $695. JOE (713) 
733-5428, 485-5132. 


FOR SALE: Eclair NPR complete (or 
separate) mags, crystal motor (Perfectone or 
the new Aaton), and Angenieux 9.5-95 zoom 
type for Eclair or with its own viewfinder. All 
in perfect condition. A. MAYSLES (212) 
582-6050. 


35mm Neumade cleaning machine. 
FOREMAN, Box F, Mobile, Alabama 36601. 


NAGRA 4.2L, two Edcore wireless mikes, 
two Bolex EBM’s with Vario Switars, one 
Bolex SBM, and many extras. Equipment is 
virtually new. SARCHA, INC., P. O. BOX 
236, Grand Blanc, MI 48439. 


BEAULIEU R16B(PZ), 12-120 Century 
Angenieux, 1000ma battery, charger, two 
magazines, $300 worth 72mm _ filters, 
diopters, other accessories, case, $2200. 
R16BT, 10-16-25mm Switars, 1000ma 
battery, charger, 180-410mm zoom w/lens 
support, filters, case, $1300. NCE Jr. fluid 
tripod, $275. Miller head on Bolex tripod, 
$275. Minolta color meter, as new in case, 
$300. Graflex 920R projector, zoom lens, 
case speaker, cover $550. 4-gang rewinds, 
synchronizer, Moviescop, M-H splicer, 
Guillotine splicer, lighted table, $500. All in 
as new condition, less than 8000’. Private, 
settle estate. PETERSON, 8658 Trinity, 


. Detroit (313) 846-3129. 


MITCHELL 35 standard. 4-144 fps. ball 
bearing ultra precision movement. Mounts. 
No lens or magazine, new never used $2500. 
MORRISON, (714) 548-7234 or 546-6677. 
Costa Mesa, CA 


AURICON PRO 600 special: 2 magazines, 
sync pulse, Rangertone’ recorder, new 
Angenieux 12-120. Magnetic wired $34.00. 
Brand new Japanese version of the Arri S 
(Doifex) 16mm w/50mm Anamorphic lens, 
motor grip, $750. 200’ 16mm _ Morton 
Camera, light, compact, $475. New Norelco 4/2 
video recorder, camera monitor, $750. 
SCHNEIDER, P. O. Box H, Iselin N.J. 07008 
(201) 969-2275. Catalog free. 


OXBERRY Animation Stand, master series, 
loaded with extras, 16mm, 35mm and D.F., 
$24,000. PHOTOGRAPHIC EQUIPMENT 
SERVICE, INC., 695 Main St., New Rochelle, 
NY 10801. 


SURPLUS STUDIO EQUIPMENT SALE: A 
complete re-recording and editing facility, 
consisting of 35mm and 16mm interlock 
equipment. Complete to the last detail. All 
RCA and Westrex components. Inventory far 
too much to list here. Send for our complete 
inventory list. WARREN SOUND STUDIOS, 
35 N.E. 62nd St., Miami, Fla. 33138 (305) 
754-9539. 


RATES: Ads set in lightface type 40¢ per word. Minimum ad, $4.00. Text set in 
lightface capital letters (except 1st word and advertiser's name) 50¢ per word. 


| Modified display format (text set in boldface type, capitals or upper-and-lower- 


STUDIO PRODUCTION EQUIP. 


NEW SLO-SYN ‘synchronous AC type SS150 
including capacitor and resister, 72 RPM. 
Have 20 but will sell any number you need. 
$42. each prepaid. Motor mount for same 
$5.00 extra includes screws. Use for driving 
synchronizers or any. number of uses. 
FRAMESTRIPStMm Editors frame scales S-8, 
16 or 35mm (please specify) Self adhesive 
polished plastic strips for editing benches, 
tables, etc. Graduated frames, feet seconds. 
$3.25 ea. or 2/6.00 incl. 1st class postage. 
MIXERS: High quality 4 channel film and 
tape mixers incl. pre-amps. Quality 
custom-built in white enamel and Walnut 
grain housing. NAB equalized. $245. plus $5. 
shipping. Use for screening, mixing, 
Guaranteed. Horizontal Editing tables, quality 
construction. S-8, 16 & 35mm custom made 
$695. to $3,000. R. GARDNER, 2835 St. 
Paul St., Baltimore, Md. 21218 (301) 
243-8750. 


AURICON Conversion w/CP16 crystal drive. 
12-120 Angeneiux w/finder, 2 magazines, 
battery charger, w nicad batteries. MA11C 
Filmmagnetic system, carrying cases. Mint 
condition. $4000 or best offer. J. ROSS (212) 
877-1130 after 5:00 P.M. 


ANIMATION SOS Tel-Anima stand complete 
with platen, 360° turntable and N.E.S.W. 
movement, 16mm Mitchell camera, 4 lenses, 2 
magazines, stop motion and sync motors, 
$3,700. COUNTRYMAN-KLANG, INC., 905 
Park Avenue, Minneapolis, Mn. 55404 (612) 
332-2538. 


BELL & HOWELL Model C printer equipped 
with the following: 1. sound head, 2. standard 
reader, 3. rectifier. New condition, 357 hours 
total running time. Other laboratory and 
Production equipment available. AUDIO 
OPTICS INC., 424 Hume Ave., Alexandria, 
VA 22301. 

mint, hardly used, 
crystal sync motor 


ARRI BL Zeiss zoom, 
Apec meter, Universal 
control, 2 magazines, trunk, etc., $7900. 
COMMUNICATION ARTS, UNGo. 
Bernardsville, N.J. 07924. Phone (201) 
766-4012. 


ARRI S, Schneider 16, 25, 50mm, Century 
150mm, governor motor, soundseal blimp 
w/zoom housing, matte box, filter kit, case, 
battery, 2 magazines & torque motor. 
Excellent condition, $3500. J. COLE, 3604 
Woodmont Bivd., Nashville, TN. 


NAGRA SYNC SOUND in Central California, 
Send stamped envelope to Box 399, SANTA 
CRUZ, 95060 or call (408) 426-5978. 


SYNC BEEP—% inch tape prerecorded with 
high-level 1000 hz. tone, backed with special 
pressure-sensitive adhesive for quickly affixing 


visual and audible sync indication on any 
magnetic film or tape. Industry-wide accept- 
ance. Send $2.50 cash, check or money order 
for prepaid packet containing 20 strips 
totaling 100 35mm frames. D. P. UPTON 
Co., P. O. Box 5052, Tucson, Arizona 85703. 


A.V.E. ‘‘Transportable’’ Interlocker-Rusher 
#159 35mm sound projector with 4”’’ lens. 
Has been completely checked by A.V.E. 
Optical & magnetic playback, solid state 
amplifier, 2 cases. Price $1,950. Contact: Mr. 
Howard Swift, THE DOW CHEMICAL 
COMPANY, 2030 Dow Center, Midland, 
‘Michigan 48640. 


ARRIFLEX SB/MB Bayonet lock to ‘C” 
mount lens adapter $119.50 NATIONAL 
CINE EQUIPMENT INC., 4140 Austin Blivd., 
Island Park, LI, NY 11558 (516) 889-4600. 


PRECISION, optical/magnetic sound reader. 
Never used. $275. (415) 751-0922. 
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STUDIO PRODUCTION EQUIP. 


16mm PRODUCTION PRINTERS: Peterson 
with sound, $4500. B&H J high intensity 
lamp, $1995. FREESTYLE SALES CO., 
5124 Sunset Bivd., Hollywood, CA 90027, 
(213) 660-3460. 


Two picture, three sound, 16mm horizontal 
editing consoles, individually crafted, modest- 
ly priced. IKE JEANES, Twenty-Fourth 
Frame, P.O. Box 539, Blacksburg, VA 24060. 


NAGRA Stereo SL with QSLS _ resolver, 
QSVII speed varier, QSGX crystal sync, SHTP 
case. Unused; purchased for unrealized 
project. $3500 (414) 962-3650. 


ECLAIR N.P.R., 2 magazines, Angenieux 
12-120, cases, battery, Perfectone recently 
overhauled, $4,800. CATSEYE PRODUC- 
TION, 7979 Paxton St., Harrisburg, Pa. 
17111 (717) 564-5152. 


MARK I! MITCHELL, hi-speed, constant & 
crystal motors, custom blimp, 25-250 Ange- 
nieux Zoom, magazines, batteries, cases, etc. 
Reasonable (213) 654-9577. 

BOLEX Pro, 12-120 Angenieux, crystal 
motor, studio battery, lightweight nicad 
battery, 2 magazines, monopod, case, sync 
cable, 2 power cables, new electronics, latest 
Bolex modifications and sound proofing. 
$6200. (915) 949-6588. LARRY TAYLOR, 
Box 3842, San Angelo, Texas. 


OXBERRY 16mm Filmmaker, loaded with 
accessories including automatic dissolve and 
table, $14,000. PHOTOGRAPHIC 
EQUIPMENT SERVICE, INC. 695 Main St., 
New Rochelle, NY 10801. 


AURICON Pro 600 new MA-11 amplifier, 
17-85 zoom lens, 2-400 ft mags., extras, 
$2995. Arriflex, 2 mags., sync generator, 25, 
50, 85, 18.5 Angenieux, 35 Super Baltar, 35 
to 140 Angenieux zoom lens with wide angle 
adaptor, offset motor base, Arriflex tripod, 
$3995. 2 Jan projectors zoom lens, $250. ea. 
35 Holmes sound projector, $550. 16 Sync 
Jan projector 2 x 400 recorders, 1 x 400 
3-channel dubber all with selsyns, $5500. 
ElectroVoice 642, $95; 668, $275. Moviola 
Green 16-16, $1800. O’Connor 100 w/legs, 
$695. Moviola, 2-gang 35 synchronizer, $75, 
16 table-top, Moviola, $495. Magnasync 2200 
recorder/reproducer, Brand new, $2200. 
FILM ASSISTANCE, 1949 N.E. 147 St., 
Miami, Fla. 33161. 


BIG BARGAINS, BIG SAVINGS, ARRI S16 
V/S motor. Complete package includes: matte 
box, motor, case, 3 lenses, 2-400 mags. and 
case, 1 torque, 1 battery plus 11 other items. 
Only $2850. CANON SCOOPIC 13-75mm 
lens, accessories, case, $1000. BEAULIEU 
R-16. 12.5 to 75mm, Automatic, $1100. And 
much, much more. Lenses, lots of filters, 
editing material, sound, lighting globes, etc. 
Write or call for list. CHROMA CORPORA- 
TION, 106 Howell St., Dallas, Texas, 75207 
(214) 651-1601. 


CAMERAS & EQUIPMENT: Auricon Super 
12, six mags., filmagnetic, $1995. B&H 16mm 
Gun Camera, 1-3/8” f3.5 lens, $34.50. 17mm 
or 75mm lens for B&H gun camera, $19.95. 
Gun camera with C-mount, $75. 16mm 
Wollensak Fastair (300 FPS) 100’ capacity, 
$295. 5.3mm or 13mm Fastair lens, $99.95. 
35mm Arriflex I! B variable motor, three 
Schneider lenses, matte box, four 200’ maga- 
zines, $1295. 35mm Cineflex, 4 Baltar lenses, 
4-200’ magazines, 12 and 24V motor, $1195. 
35mm B&H Spider, 6 VDC motor, 2-400’ 
magazines, $350. 4’, 6’", 10’"" Eyemo lenses 
from, $35. 35mm Baby Arri Tripod legs from 
$54. Miscellaneous carrying cases from $15. 
FREESTYLE SALES CO., 5124 Sunset Bivd., 
Hollywood, CA 90027. (213) 660-3460. 


case) $4.00 per line. Send copy with remittance to cover payment to Editoria! 
Office, American Cinematographer, P.O. Box 2230, Hollywood 28, Calif. Forms 
close 1st of month preceding date of issue. 
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STUDIO PRODUCTION EQUIP. 


OXBERRY Optical Printer 1500 series Aerial 
Image beam-splitter, $29,000. PHOTO- 
GRAPHIC EQUIPMENT SERVICE, 695 Main 

New Rochelle,, NY 10801. (914) 


WANTED: 


WANTED: NAGRA (any model), especially 
SN series, or other portable recorder with 
accessories. Also desire regular and wireless 
mikes. J. H. WICKENS, 411 E. 10th St., New 
York 10009 (212) OR3-1777 evenings and 
weekends or (212) RA6-6832 days. 


NAGRA recorders and accessories, in any 
condition. We pay top prices for used Nagra 
Ill or Nagra IV. AUDIO SERVICES CO., 565 
Fifth Avenue, New York (212) 972-0825. 


WANTED: Used OMAC 16/35mm_ color 
processor. KEN DAVEY PRODUCTIONS 
LTD., 695 Sargent Avenue, Winnipeg, Canada 
(204) 774-1629. 


WANTED: Good used RCA or Westrex 16mm 
optical sound recorder, complete with ampli- 
fier. LERT SILPA FILM LAB, 11/14 Opp. 
Coliseum Theatre, Petchburi Road, Bangkok, 
Thailand. 


MISCELLANEOUS 


We find anything recorded between 1885 and 
1945. Our price includes re-mastering. THE 
SOURCE—sound library & research service— 
Box 202, Evanston, III. 60204. 


SITUATIONS WANTED 


YOUNG Filmmaker with B.S. Television 
production/direction and 3 years freelance 
experience seeks permanent related position. 
Relocate anywhere. SHAWN MCDERMOTT, 
2652 -N. Dayton, Chicago, 60614. 


SITUATIONS AVAILABLE 


VICTOR DUNCAN, INC. has opening for 
camera repair technician. Must have practical 
background in mechanics; electronics; optics. 
Call ROBERT BURRELL. (313) 371-4920. 


CINEMATOGRAPHER/EDITOR position 
available with Pittsburgh. Multi-media house. 
Send resume and sample to: PRODUCTION 
MANAGER, P.O. Box 1897, Pittsburgh, Pa. 
15230. 


ee PHOTOMART 


oN CINE EQUIPMENT SUPPLIERS 
‘6327 SOUTH ORANGE AVE. ® ORLANDO, FLORIDA 32809 ® PHONE (305) 851-2780 
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‘and Angenieux 


RENTALS 


STEENBECK RENTALS delivered to your 
premises West coast (213) 931-6151 East 
coast (301) 299-7259. 


KEM rentals Hollywood. HORIZONTAL ED- 
ITING STUDIOS (213) 461-4643. 


MOVIOLA M-77 6 plate, M-85 4 plate, & 
M-84 2 plate Horizontal Editing Machines are 
available for immediate rental. Daily, weekly 
or monthly. Please inquire about our fantastic 
rental towards purchase plans. Financing 
Plans are available. Less expensive than 
renting, and you own the equipment in one or 
two years. For detailed information or to 
place an order call or write Stuart Mann or 
Ted Powers. LAUMIC CO., INC. 35 West 
45th Street, New York 10036 (212) 
586-7666. 


SERVICES AVAILABLE 


FREE LANCE CINEMATOGRAPHER With 


documentary package, 16mm & 35mm com- 
mercial and feature film experience and 
1A-666 card. ALLEN FACEMIRE, Box 631, 
Norcross, GA., 30071. (404) 448-7985. 


SPECIAL EFFECTS studio in San Francisco, 
experience in space models and miniatures. 
Mitchell 35mm hi-speed & animation camera, 
large animation-stand, machine & model shop. 
Reply Box 1784, AMERICAN CINEMATOG- 
RAPHER. 


GORDON YODER, INC. gives 48 hour 
service on Filmo filter slots. Also quick 
service on Auricon, Filmo, Canon Scoopic, 
zoom lens repairs, 2840 
Reward Lane, Dallas, Tex. Phone: (214) 


357-3045. 


EQUIPMENT DESIGN: Mechanical optical 
devices, cameras, projectors, printers etc. New 
or modifications. Specials are my business. 
FRIES ENGINEERING, 6850 Lexington 
Ave., Hollywood, CA 90038 (213) 464-2906. 


SAN FRANCISCO is more than Cable Cars 
and Fisherman’s Wharf. THE CITY has 
English moors, New England seashores, Al- 
pine meadows, Wisconsin dairies, rain forests, 
Spanish ranches, orchards, European vine- 
yards, heavy industry, subways, formal gar- 
dens, Big Sur, volcanic peaks, airports (large & 
small), Thoroughbred racing, major league 
stadia, secluded beaches... all within a morn- 
ing’s drive. THE RIGHT PLACE—A COM- 
PLETE LOCATION AND PERMIT SERVICE 
knows where they are. 259 Upper Terrace, 
San Francisco, CA 94117 (415) 661-4567. 


World’s standard 


RPLZZOL/N/ builds the best 
documentary /tv newsfilm 
camera systems in the world. 


Featuring BACH AURICON movements. World-famous for reliability and serviceability. 


LET US SHOW YOU-TRY IT ON THE JOB! 


NO CHARGE OR OBLIGATION—PHONE OR WRITE AUTHORIZED REPRESENTATIVE 


@ 


11 Caesar Place, Moonachie, N. J. 


OVING? 


PLEASE NOTIFY US 
6 WEEKS IN ADVANCE 


Miss/Mrs./Mr. 
Name 


(please print) 


New Address 


City 

MAIL TO 
AMERICAN 
CINEMATOGRAPHER 
P.0. Box 2230 
Hollywood, Ca. 
90028 


ATTACH LABEL HERE for address change or 
inquiry. If you are receiving duplicate copies of 
AMERICAN CINEMATOGRAPHER, please send both 

‘labels. If moving, list new address above. 


MOVING? 
When changing your address, please noti- 
fy us at least four weeks in advance. BE 
SURE to give your FORMER address as 
well. as. your NEW ADDRESS and ZIP 
CODE. 
AMERICAN CINEMATOGRAPHER 


CLUNIEICIRIAIFIT 


INTERNATIONAL Inc. 
Phone: (201) 939-0875 


AMERICAN CINEMATOGRAPHER, OCTOBER 1974 


World’s standard 


REZZOLINI “Craftsmanship 


Model LW-16 
TV newsfilm 
& documentary 
professional 

sound-on-film 
16mm camera. 


VISIT US: 
Booth 44, 


SMPTE, Toronto 


MADE IN U.S.A. 


Available with/without 
advanced automatic iris 
powered from camera. 


Featuring BACH AURICON 
movements. World-famous 
for reliability and 
serviceability. 


Manufactured in the Frezzolini® 
plant, it’s the lightest camera 
available. Perfectly balanced for 
hand-held shooting, all our cam- 
eras can be equipped with the 
newest Angénieux lenses & view- 
finders. In addition, we can 
re-manufacture your existing 
Auricons into the latest Frezzi- 
Cordless® format at. substantial 
savings. Camera finishes in col- 
ors or white or standard black. 
For camera demonstration or 
consultation write or phone 
Jim Crawford, Vice-Pres. Engng. 


DIVISION OF . 

Frezzolini Electronics Inc. 
7 Valley St., Hawthorne, N.J.07506 = * 
PHONE: (201) 427-1160 


General Research Laboratories 1 


the standard of color excellence: 
color-correctTnow identities 
byron tapes as well as 
byron prints 


Color-Correct® is the trademark registered by Byron Motion 
Pictures, Inc. in 1945. For nearly three decades, the phrase Color- 
Correct® has been synonymous with quality 16mm film. 

Today the identifying trademark, Color-Correct® applies not 
only to Byron motion picture prints, but also includes Byron film- 
strips and slides and has been legally extended to include Byron. 
video tapes and transfers. The trademark is registered on the Princi- 
pal Register of the U.S. Patent Office providing maximum copyright 


protection for the next twenty years. 


That’s quite a responsibility—living up to the Color-Correct® 
hallmark of excellence. It’s a responsibility we gladly accept. Next 
time, insist on Color-Correct® tape or film. 


Fully equipped post production center 
Volume %” cassette duplication 

H.S. 200 computerized editing system 
2 inch high speed duplication 


Permanently installed long lines for 
transmitting and receiving 


_Digisonics tape coding system 


To come: CBS Laser Beam Color Film 
Transfer Recorder 


| 
Complete post production services 


7247/5247 Eastman color negative 
developing 


High production panel printers—16mm 
and Super 8 


Eastman and Hazeltine color 
analyzers 


Liquid gate optical printer— 
reductions, blow-ups, 1 to 1 printing 


35mm slides and filmstrips—including 
negative photography 


And of course, Tape to Film transfers 


byron COIORCORECT® 


65 K Street, Northeast Washington, D.C. 20002 202/783-2700 
World’s Most Sophisticated Video Tape and Film Laboratories 


